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Abstract 
 
Popular music has repeatedly been historicized in academic literature and popular culture as 
arguably the most important signifier and expression of youth culture and, generational 
tension. This view of popular music is challenged by the evidence presented in this thesis, 
which illustrates how the relationship between cultural taste and age is expressed through 
generational exchanges relating to popular music tastes. The family provides a way to 
conceptualise how discursive links between popular music, taste and age operate. Discourse 
analysis is used to analyse the perspectives of adults and young people regarding familial 
exchanges about popular music, which impact on and reflect the construction of identity 
through expressions of popular music taste.  
 
The key to this research is David Chaney’s (2004) framework of cultural fragmentation that 
maps the ways consumers are increasingly able to access and take an interest in various 
lifestyle choices offered by the culture industries, which were previously associated with 
certain identity groups and subcultures. Cultural fragmentation is used to frame the 
investigation into how constructions of youth and adulthood occur within and impact on the 
shared appreciation of popular music artists by young people and adults. 
 
This thesis argues that popular music is now no longer just a signifier of the generation gap. It 
is a significant space through which the family unit can bond. Even though generational 
tension persists in relation to family members’ different music libraries, the data suggests 
popular music tastes are nevertheless integral to the cohesiveness of the family unit. Such 
connections are facilitated through the shared practices of informal ‘education’ in music 
styles and the participation in music events. While music appears to bring the family together, 
it is more appropriate to argue that parents and children use music to foster a collective 
family identity while maintaining their uniqueness, and in doing so, redraw typical discourses 
relating to what music most people their age would listen to. This research illustrates how 
discursive practices reorganise our everyday common sense understanding about the 
relationship between popular music taste and age. 
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Introduction 
 
This thesis explores contemporary constructions of youth and adulthood in relation to western 
popular music. In both popular and academic discourse, music is traditionally seen as one of 
the key markers of the differences between youth and adults, popularly referred to as the 
generation gap. Young people and music have typically been at the centre of controversy, 
with adults perceiving the sounds of youth culture as morally corrupting and strange. Rock 
‘n’ roll music signified a “new stylistic invasion” that could be viewed as representing either 
“barbarians at the gates” or the “rebel hipster” (Clarke et al. 2006, 13). International concern 
with rock ‘n’ roll in the 1950s was often established because the genre instigated anti-social 
behaviour and juvenile delinquency (Shuker 2001, 218). Shuker (2001, 221) exemplifies the 
uproar at the time stating that “the new music provoked considerable criticism, with many 
older musicians contemptuous of rock ‘n’ roll, and conservative commentators regarding it as 
a moral threat.” 
 
These moral panics about youth and musical taste extend as far back as ancient Greece when 
Plato expressed fear that musical innovations threatened socio-political order (McClary 1994, 
29). The Roman Catholic Church banned the use of the augmented fourth musical interval or 
tri-tone as it believed it signified the presence of the devil and as such was commonly 
demonised as the ‘Devil’s Chord’ (Rohrer 2006). This chord was later popularised by British 
heavy metal pioneers Black Sabbath during the late 1960s (listen to the band’s self-titled song 
‘Black Sabbath’). In the 1920s, jazz music performed by black musicians was often 
characterised as “an attack on the moral code of those who sought to legitimate existing 
social hierarchies” and more specifically racial boundaries (Appelrouth 2011, 232).  
 
The coming of rock ‘n’ roll in the 1950s caused a perceived social and cultural turmoil. The 
phrase rock ‘n’ roll, coined in 1954 by disc jockey Alan Freed (Garofalo and Chapple 1978, 
79), is commonly cited as being used by African-American people to describe the movements 
of sexual intercourse (Osgerby 2004, 17). Elvis Presley introduced sexually explicit moves 
such as the gyrating of his hips on The Ed Sullivan Show in 1956 and introduced black music 
never heard by white young people and adults (Holm, Daspit and Young 2006, 93). Cohn 
(1970, 23) states that “before Elvis, rock had been a feature of vague rebellion. Once he’d 
happened, it immediately became solid, self-contained, and then it spawned its own style in 
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clothes and language and sex, a total independence in almost everything – all the things that 
are now taken for granted.” Even seemingly trivial stylistic changes such as The Beatles’ 
long, uncut hair concerned parents of the 1960s (Holm, Daspit and Young 2006, 93).  
 
Rock ‘n’ roll was held accountable for more than its sonically rough feel and upbeat tempo. 
In parts of Europe such as Copenhagen, Oslo and Stockholm, widespread rioting was 
attributed to crowds of teenagers gathering to view the 1956 film Rock around the clock 
which featured the increasingly popular rock group Bill Haley and His Comets (Blegvad 
1964). In Australia, during the 1950s, teenage rock-loving ‘bodgies’ and ‘widgies’ took 
centre-stage in newspaper headlines because of their perceived violent and sexual 
behaviours (Moore 2004). The New Zealand variant of ‘bodgies’ was characterised by local 
press as carrying out unprovoked harassment of people walking footpaths and fighting each 
other with knives (Shuker 2001, 223). Tipper Gore led the Parents Music Resource Centre 
in a campaign during the 1980s against heavy metal in the United States following a spate 
of suicides attributed to the genre (Martin and Segrave 1988). Shock-rock performer, 
Marilyn Manson was assigned as the poster-boy for corrupt youth in America after the 
Columbine High School shootings (Wright 2000).  
 
Moral panics involving music can be traced back to the cultural construction of the teenager 
that emphasised real differences between adults and young people. During the years after the 
Second World War, social and economic shifts helped to establish real differences between 
different generations (Grossberg 1992). The baby boom produced a larger number of young 
people compared to previous generations. Authority figures such as parents and adults 
groomed this vast cohort to be the best educated and cared for generation of young people, 
with the expectation that they would become responsible adults (Grossberg 1992). These new 
arrivals, however, were raised in an economic climate where they had disposable income – a 
privilege their parents did not have when they endured the Great Depression and both World 
Wars in a period of austerity (Doherty 2002; Leach et al. 2013). Young people generated 
income from well-paid jobs based in established manufacturing industries, as well as newly 
emerging industries that aimed to sell products to the youth market (Bocock 1993, 28; 
Osgerby 1998, 23). Savage (2007, 465) states that this younger generation was “pleasure-
seeking, product-hungry, embodying the new global society where social inclusion was to be 
granted through purchasing power. The future would be Teenage.”  
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Commercial interests and media industries set up, exploited and emphasised actual cultural 
differences between young people and adults. Youth symbolically spurn their expected 
transition to adulthood, which signifies dullness, by engaging in hedonistic consumption 
(Osgerby 2004, 64). This type of consumption as a signifier of opposition to the adult world 
was in fact manufactured by commercial and media industries. Frith (1984, 13) states that the 
teenage “idea didn’t spring to life spontaneously but was deliberately fostered in a plethora of 
magazines, songs and television programmes.” The term ‘teenager’ was used by marketers to 
describe “a new breed of affluent, young consumer who prioritised fun, leisure and the 
fulfilment of personal desires” (Osgerby 2004, 16). The domain that was constructed in part 
by teenage consumption and by the activities of commercial interests worked to position 
adults as outsiders (Frith 1984, 11). 
 
Popular music is viewed as one of the key ways in which youth can separate themselves from 
adults and for adults to make value judgements about young people (Grossberg 1992; Frith 
1984). Music became the primary way in which the differences between young people and 
adults would be represented and played out. Older generations are often characterised as 
holding the view that subsequent generation’s music is “too loud, raucous, dissonant or 
disruptive to qualify as music” (Schwartz 2003, 497). Connell (2012, 266) agrees that this is 
the dominant view, stating that the judgement of music exists in a “cyclical intergenerational 
dynamic.”  
 
There are many examples of this generational difference within popular culture. A scene from 
the film Terminator 2: Judgement Day shows middle-aged foster parents struggling to order 
their teenage son to clean his room over a stereo blaring the Guns ‘n’ Roses’ song “You 
Could Be Mine”. The volume of the music increases and eventually the teenager responds by 
riding his motorbike away from the house in a blast of engine noise. Various elements of 
popular music also reinforce generational differences and tensions. For example, at the start 
of Michael Jackson’s song “Black or White”, a young boy plays loud beat-driven music 
while his father pounds on his door, ordering him to turn it down. Refusing this order, the boy 
stops the music and starts playing the signature guitar riff from the Jackson song. These 
experiences that characterise constructed generational tension tend to be repeated and 
mediated through popular culture and serve to highlight the importance and centrality of 
discourses about music and age. 
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Popular music continues to be a site of moral panic as well as a signifier of the generation 
gap. The weird outfits and behaviours of pop sensation, Lady Gaga, are often the subject of 
controversy (Bucklow 2013). More recently in the pop world, boy band One Direction was 
criticised for apparently asking their young fans to show their tattoo work via YouTube 
(Stephenson 2013b). Miley Cyrus shocked audiences by ‘twerking’ and ‘grinding’ at the 
2013 MTV Video Music Awards (Stephenson 2013a). Former British Prime Minister David 
Cameron expressed apprehension about the influence of Miley Cyrus on his children (Walters 
2014). Cyrus’ music video for the song “Wrecking Ball” features her licking a metal hammer 
and riding atop the demolition device that gives the song its title. Both Cyrus’ video and 
Britney Spears’ “Work Bitch” video featuring bondage gear, were branded as too explicit for 
daytime television in France (Lazarus 2014). 
 
Generational and aged-based differences are still a significant way of understanding the 
social and cultural impact of popular music. In recent years, however, there have been several 
shifts in the way popular music is understood in Western culture that suggest the musical 
generation gap might be changing. These changes are often mediated through the news. For 
example, a middle-aged woman accompanied her 18-year-old son onto a cruise called 
‘70,000 Tons of Metal’ for family bonding, even though she had no interest in the music 
(Kretchmer 2013). A news article written by a CBS-affiliated news station was titled “Umm. 
These parents are way more into ‘Frozen’ than their kids” (Brown 2014). The story refers to a 
YouTube video of two young parents in a car with their young daughter singing ‘Let It Go’, a 
hit song from Disney’s 2014 animated film, Frozen. The news article pays attention to the 
daughter and describes her as not being impressed by her parents’ cover of the Disney song 
(Brown 2014). In an interview with Tone Deaf, Airbourne, an Australian rock band 
comprising of young men, admit that their love for classic rock has heavily influenced their 
musical style, going as far as recording their 2013 album Black Dog Barking in the same 
studio used in the production of AC/DC and Aerosmith albums (Diepstraten 2013). 
  
The popular music industry, youth culture and the understandings of adulthood have changed 
dramatically since the 1950s. The music industry has been subject to technological changes 
that have affected the way fans consume music. The music industry has shifted its focus from 
“the physical to the virtual” (Wikstrom 2009, 4). As such, music is increasingly listened to in 
its digital form on various internet-connected and digital storage platforms (Wikstrom 2009). 
Internet-based music streaming services such as Spotify and Apple Music allow consumers of 
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different age groups an easy way of accessing both classic and newer styles of music across 
multiple platforms (e.g. tablet, mobile, desktop). The iHeartRadio website is an internet 
platform which provides the ability to stream radio station broadcasts (such as Brisbane’s 
97.3FM and 4KQ) to internet connected devices while Australia’s largest commercial music 
radio networks, Austereo and DMG, provide their own broadcast-via-internet solutions. The 
collection of these internet services makes it easier to access music from past decades. 
 
Popular music and the people who listen to it are no longer necessarily young. The popular 
music landscape has increasingly become a mixture of the sounds of now and then. The 
Beatles, David Bowie, and Fleetwood Mac announced vinyl or CD reissues of their 
outstanding career defining albums (Coleman 2013; Greene 2014; Appleford 2013). The 
1980s thrash metal outfit, Metallica, began distribution of their entire back catalogue via 
Spotify (Dredge 2012). Pink Floyd and Led Zeppelin followed suit in 2013 and Oasis in early 
2014 (Dredge 2014). Conversely, classic rock stations such as Triple M in Brisbane have now 
started to introduce contemporary songs into their programming. Concerts such as 
‘Soundwave’ in Australia include older and newer hard rock and metal acts to cater to 
audiences of different ages. Reality music competition, The Voice Australia, aired an episode 
where the young contestants performed covers of classic hits by older artists such as Daryl 
Braithwaite and Simon and Garfunkel (Byrnes 2013). “Some reciprocal cross-generational 
love” was shown by 1980s new wave rock group, Tears for Fears, when they covered “Ready 
to start” by indie rock band Arcade Fire who formed in 2001 (Bilstein 2013).  
 
Elements of the now-ageing rock genre are celebrated by music journalists and repackaged 
for commercial exploitation. The music industry works to capitalise upon baby boomers’ 
emotional attachments to rock (Burns 1996; Bennett and Baker 2010). Roberts and Cohen 
(2014) highlight how the music industry is often involved in the production of special-edition 
albums and nostalgic articles about specific elements of older music. When Lou Reed, the 
leader of 1960s American rock band Velvet Underground passed away late in 2013, Rolling 
Stone magazine memorialised his contributions as a “rock pioneer” (Dolan 2013). This 
celebration of rock by music journalists allows the history of the genre to be kept alive and 
somewhat reshaped and rewritten (Bennett 2009). Through this celebration and re-
presentation of rock, contemporary generations might be exposed to music they have never 
heard before, and this shapes their understanding of the music. 
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Since the 1980s, youth has become an increasingly complex and unstable category 
(Grossberg 1992; Lewis 1992). Youth was once a category assigned to young people in 
relation to their biological age (Grossberg 1992, 171). However, with the construction of the 
teenagers in the 1950s youth became a cultural category as they shaped themselves and were 
simultaneously moulded by industry activities during a time of post-war economic boom 
(Frith 1984). These conceptions of youth are challenged as the post-war teenagers are now 
adults with children and grandchildren of their own, but still manage to hold onto signifiers of 
their youth (Gilleard and Higgs 2005; Bennett 2012). Simultaneously, media and commercial 
interests are not dismissive of the now-middle-aged original teenagers, but rather continue to 
market towards them by capitalising on music products that remind them of their youth 
(Bennett and Baker 2010). Older and vintage cultural icons are recycled and aggressively 
marketed to contemporary youth. Clothing retailers such as T-Bar sell t-shirts with new 
artwork as well as ones that bear the logos of the Rolling Stones, Van Halen and Run-DMC. 
Youth is increasingly becoming detached from age and appears to be deployed as more of a 
cultural resource or lifestyle (Frith 1984; Grossberg 1992; Bennett 2012; Bhat 2013). 
 
Teenagers still bear the logos of The Rolling Stones and The Ramones on their chests – bands 
that started their careers 52 and 40 years ago, respectively. Young Australians aged 18-24 
still listen to youth-targeted music, as Triple J station manager Chris Scaddan states, “Triple J 
unashamedly targets young Australians, and sometimes artists who have a more mature 
sound may not feature heavily on Triple J” (Clarke 2014). However, young people also seek 
old vinyl records that signify authentic artistry rather than listening to youth-oriented music 
(Hayes 2006). They are introduced to older songs and artists through aspiring musicians who 
cover them in reality TV series, such as Australian Idol, as well as through family members’ 
collections of vinyl records. A range of bands with careers spanning more than 25 years have 
taken to performing their classic albums in their entirety live. Examples of this practice 
include Metallica and their 1986 Master of Puppets record, as well as Mondo Rock and their 
1981 album Chemistry.  
 
The stereotypical image of young people as being only interested in contemporary styles of 
music is challenged when they take up older styles of music instead. Contemporary teenagers 
take on musical tastes much older than themselves, while older music acts reproduce sounds 
of their earlier careers instead of producing new ones. The ways in which contemporary 
constructions of youth and adulthood impact on people’s music tastes, as well as relationships 
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between young people and adults, has not yet been examined in detail. 
 
As this reconfiguration of the youth category and youth culture takes places, it consequently 
enacts changes of conceptions about adulthood. Being an adult once meant possessing values 
such as responsibility and conformity, which teenagers of the 1950s opposed, rejected and 
subverted (Hodkinson 2013, 1072-3). However, adults are involved in the process of 
reclaiming vintage youth culture and co-opting newer forms of youth culture. For example, 
older adults who are fans of the 1960s folk-rock icon, Bob Dylan, will soon be able to 
purchase a ‘super deluxe’ Blu-ray reissue of a 1992 concert that marked the 30-year 
anniversary of the singer’s music career (Greene 2014). Baby boomers are increasing their 
use of the Facebook, created for college students, while teenagers are shifting to other social 
media platforms (Williams 2013; Miller 2013). The Australian Associated Press (2013) 
reported an increasing number of drownings as more baby boomers were taking up water 
sports – an activity stereotypically associated with the agile, adventurous, and young. For 
Blatterer (2007, 787), what adulthood represents changes as a result of the shifting practices 
of adults themselves. Adulthood involves an increasingly complex interplay between adult 
and youth culture where adults continue to hold onto practices and cultural products that 
signify their youthfulness. 
  
The ways in which contemporary constructions of youth and adulthood are played out 
through popular music has received little attention from cultural and popular music studies. 
Bennett and Taylor (2012, 232) argue that “the relationship between popular music and 
ageing continues to be a relatively thinly mapped field in popular music studies and cognate 
fields of research.” This lack of investigation can be attributed to the way that scholarly 
concern has often focused on the perspective of youth. As Hesmondhalgh (2005, 38) states, 
“the privileging of youth in studies of music is an obstacle to a developed understanding of 
music and society.” This is especially the case considering that “many of those musically and 
stylistically based groupings once unproblematically referred to as youth cultures are now 
increasingly multigenerational” (Hodkinson and Bennett 2012, 2). As such, Bennett and 
Taylor (2012, 232) advocate the “crucial need for scholarship that addresses the cultural 
importance of popular music for ageing, post-youth audiences.” 
 
Scholars are increasingly taking up the study of the contemporary constructions of adulthood 
in relation to popular music. Research in this area is concerned primarily with the ageing 
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music fans’ negotiations with their identity, appearances, adult responsibilities and scenic 
participation (Bennett 2006; Harrison and Ryan 2010; Hodkinson 2011; Haenfler 2012; 
Taylor 2012; Gregory 2012; Tsitsos 2012; Gibson 2012; Davis 2012). Within this area of 
research, some scholars focus on ageing members’ perspectives on how knowledge about 
music scenes is passed down to younger scene members and children. Fogarty (2012) studies 
the ways in which ageing members of the break dancing scene are mentoring younger scene 
members and taking up new hierarchical roles that support the continuation of the scene as 
their bodies age. Similarly, Schilt and Giffort’s (2012) research focuses on how older women 
transfer punk and feminist ideologies down to the younger generations in rock camps for 
young girls. While investigating the ways in which ageing fans of electronic dance music 
continue their participation in physical spaces such as clubs and parties, Bennett (2012, 95) 
highlights how these “lifestyle strategies” affect their relationships with their children and 
their participation in the scene. Explicitly focusing on the transfer of subcultural capital from 
parents to children, Smith (2012) interrogates the processes in which parents experience the 
Northern Soul scene vicariously through their children’s participation. 
 
While recent scholarly interest has been focused on the perspective of ageing music fans as 
well as their relationship with young people, little attention has been paid to how younger 
scene members and children experience this relationship and participate in music scenes. 
Scholars such as Smith (2012) and Bennett (2012) have begun to focus on the how the 
changing relationship between popular music and age impacts on important sites of 
relationships between adults and young people such as the family. However, this scholarly 
‘space’ has only just begun to be explored and requires further research focusing explicitly on 
the relationships between contemporary constructions of youth and adulthood through 
popular music. 
 
A fuller understanding of popular music and society is being constructed through the 
increasing research into the post-youth experience of popular music (Hesmondhalgh 2005). I 
argue that research should also investigate the contemporary youth experience of older music 
styles. Apart from Bennett’s (2013) critique of how the music industry continually supplies 
the ageing boomer market with the cultural products they love, there has been very little 
investigation into how such industry approaches lead to the uptake of older musical tastes and 
practices by contemporary young people. There is also little research into how ageing music 
fans become attracted to contemporary music styles. As such, while research focuses on the 
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way that ageing music fans negotiate their continued scenic participation, there is an 
opportunity to examine the ways that they might take up contemporary music styles and 
practices. While scholarly interest lies in ‘spectacular’ music scenes such as goth, punk and 
hip-hop, there is also an opportunity to contrast this focus by analysing more conventional 
genres such as pop music. This thesis will investigate how contemporary constructions of 
youth and adulthood, which are impacted by cultural fragmentation, facilitate shared 
appreciations of Taylor Swift or Queen between children and their parents. 
 
This thesis examines the discursive relationship between age and cultural taste. Young people 
and adults are often characterised in popular media as exhibiting tastes or lifestyle choices 
that appear to be atypical compared to the cultural stereotypes of each age group. Strangely, 
this characterisation seems to mirror everyday reality. For example, on James Street in 
Brisbane’s Fortitude Valley, I witnessed middle-aged men in standard business attire who 
had clearly finished work but were riding skateboards or ‘lowrider’ ecofriendly pushbikes 
that aesthetically borrowed from motorcycles used in the 1969 film Easy Rider starring 
Dennis Hopper. Upon sighting these individuals, the friends I was socialising with at the time 
remarked how these ‘professionals’ should ‘grow up’. Conversely, my experiences teaching 
young university students has lead me to encounter those who modelled late 1980s looks 
consisting of Doc Martens boots paired with tartan miniskirts or others who wore tie-dye 
shirts as a throwback to 1960s youth culture. What is apparent in both examples is the use of 
youth culture as resources in the construction of individual identity by the current and former 
generation of ‘youth’. Central to this phenomenon is David Chaney’s (2004) framework of 
cultural fragmentation, which maps out how consumers are increasingly able to access and 
take an interest in various lifestyle choices produced and offered by the culture industries that 
were previously limited to and used by certain identity groups. 
 
Rather than investigate cultural taste and age in a general sense by investigating various 
aspects of youth culture, focusing on popular music taste seemed a more appropriate and 
viable option. This is because popular music has repeatedly been historicized in academic 
literature and popular culture as arguably the most important signifier and expression of 
youth culture, but at the same time symbolises generational tension. The research presented 
within this document pinpoints how the relationship between cultural taste and age plays out 
through generational tensions in relation to popular music tastes. Although researchers, such 
as Andy Bennett have investigated this peculiarity, the focus is largely on individuals rather 
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than families and is limited to the adult perspective. The family unit, then, serves as one point 
from which to shed light onto how the links between popular music taste and ‘age’ operate. 
Using families provides access to the perspectives of adults and young people, but also the 
familial exchanges that impact on and reflect the construction of identity through expressions 
of popular music taste. Looking deeper into these exchanges and constructions exposes how 
generational tension functions within the family unit around music.  
 
Understanding the relationship between popular music taste and age requires examining 
identity as constructed through cultural positions of youth and adulthood. Chaney’s (2004) 
concept of cultural fragmentation is critical to this research, as it provides the overall 
conceptual framework to examine the popular music tastes of family members interviewed 
for this thesis and how they contrast with typical common sense notions that young people 
only listen to new music while adults hold onto their old-school tunes. Using this framework, 
I ask: how do constructions of youth and adulthood occur within and impact on the shared 
appreciation of popular music artists by young people and adults?  
 
In answering this question, I will argue that popular music is now no longer a signifier of the 
generation gap, but is a significant space through which the family unit can bond. Even 
though generational tension persists in relation to family members’ music tastes, the data 
suggests that familial exchanges using popular music tastes are integral to the cohesiveness of 
the family unit. In other words, a cultural connection between parents and children translates 
into valuable family bonding experiences. Such connections are facilitated through the 
practices of education in music styles and the participation in music events. The generational 
tension between family members formulated in discussions around music taste is a significant 
demonstration of the construction of individual identity. The concept of ‘authenticity’ 
emerges as a critical component used by young people and adults in surprisingly similar, if 
not the same ways, when justifying one’s taste in ‘good’ music. A disagreement on an artist’s 
music is an articulation of uniqueness within the family relationship, while an agreement is 
an expression of family unity. While music appears to bring the family together, it is more 
appropriate to argue that parents and children are using music to foster a collective family 
identity while maintaining their uniqueness. To do so, they ignore typical notions that they 
are supposed to listen to music made for people their age. This research illustrates how 
discursive practices reorganise our everyday common sense understanding about the 
relationship between popular music taste and age. 
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In the cultural studies tradition, this research employed discourse analysis to understand 
family practices around popular music filtered specifically through looking at families who 
collectively fans of either Queen or Taylor Swift. Research into emerging understandings of 
the discursive relationship between popular music and age is furthered by investigating 
instances where generations of young people and adults interact through the language of 
music. Key to these intergenerational interactions is the social unit of the family, which in the 
post-war years had been symbolically split through family members’ tastes in popular music.  
 
Queen was selected due to their canonical status as virtuoso performers and songwriters in 
popular music and that they are recognised in wider popular culture, such as in films and 
television series. Months before the data collection started in early 2015, Queen toured 
Australia with Adam Lambert in late 2014. When I attended the Brisbane leg of the tour, I 
had found myself in a crowd of parents and children who had come to see the modern version 
of the legendary band perform. This experience prompted me to cast Queen to focus the study 
and to leverage the relative timeliness of the concert. Taylor Swift was selected because of 
her mainstream success in recent years as well as global and Australian media’s framing of 
her, often as a good role model for young women. Discussion in the media around Taylor 
Swift’s good girl image also involved pointing how parents approved of their children’s 
interest in the artist. In a more humorous sense, the media made fun of fathers’ attending her 
concerts with their daughters. These mediated stories made me pay attention to Taylor Swift 
as another way to investigate shared appreciations of popular music, and it would allow for 
an interesting contrast to Queen’s classic rock and maleness. It was appropriate timing to 
interview Taylor Swift families as her highly-praised 1989 album had only been released a 
few months before, in late 2014, and she had announced an upcoming tour to Australia in late 
2015. 
 
Performing discourse analysis on families and their fandom of either artist is central to the 
study because of my interest in how family members construct their understandings of 
popular music, fandom, age, generation, and family through their spoken words. Generating 
and capturing this knowledge was best achieved through 20 family interviews as it was likely 
to facilitate a comfortable social environment where parents and children could contribute to 
the conversation. Recruited through social media platforms, families across Australia as well 
as some from the United States and the United Kingdom. Out of the 20 families interviewed, 
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ten identified themselves as Queen families while the other ten were Taylor Swift families. 
The family interviews, which were either facilitated in person at their homes or through 
Skype, progressed through a series of open-ended questions about their family relationships, 
musical tastes and how these are discussed or transferred to one another. The questions 
themselves were a result of analysing themes that emerged through news articles, which 
seemed to highlight the cultural phenomenon. 
 
Chapter summaries 
The structure of this thesis is divided into two sections. The first half is dedicated to setting 
out the key framework that informs the investigation of this research and composes of the 
literature review, followed by the methodology. The second half of this thesis presents the 
data generated from two data sets: a textual analysis and family interviews, which have been 
analysed using discourse analysis. This section presents the findings, using the framework of 
cultural fragmentation and the notions of youth and adulthood to generate insight into the 
phenomenon under investigation. 
 
The first half of the literature review is concerned with youth and adulthood as cultural 
constructions. It begins by examining the oppositional relationship between youth and 
adulthood through the generation gap. Here, it analyses how changes in the idea of youth 
post-World War Two served to create generational differences. It emphasises how these 
differences are on one hand authentic, regarding the way children were raised during 
economic prosperity and nurtured by parents as well as educational institutions. On the 
contrary, it traces how these generational differences are commodified through the way 
commercial and media industries contributed to shaping youth culture and young people’s 
desire for the ‘new’. After discussing the oppositional relationship between youth and 
adulthood, the literature review focuses on contemporary constructions of youth and 
adulthood. It addresses young people’s growing attraction to the ‘old school’ rather than just 
the ‘new’, as well as how adults are co-opting elements of youth culture’. Finally, this part of 
the literature review discusses how the idea of youth has become increasingly complex, 
especially in the way young people and adults contest the definition and ownership of the 
category. 
 
The second half of the literature review is concerned with the intersection of youth and 
adulthood in popular music. It begins by exploring how generational differences between 
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young people and adults have come to be embodied and expressed through popular music. It 
examines how post-war teenagers’ attraction to popular music is both authentic and 
commodified, and as such served to emphasise the cultural distinctions between young 
people and adults. Moreover, it discusses how the generation gap is manifested and mediated 
in musical moral panics. This part of the literature review also underscores how popular 
music taste has come to embody and signify generational attitudes and values. It then shifts 
focus onto the way contemporary cultural constructions of youth and adulthood are played 
out through popular music. Here, the literature review discusses young people’s growing 
attraction to older styles of music. It also outlines the ways in which adults’ fandom of 
popular music continues beyond their youth and how adults co-opt ‘youthfulness’ through the 
consumption of popular music. The literature review then concludes by highlighting the gap 
in knowledge regarding the intersection of contemporary constructions of youth and 
adulthood and how they are played out through popular music.  
 
The literature review is then followed by a discussion of the study’s methodology. This 
section outlines the rationale behind the two case studies on Taylor Swift and Queen. 
Discourse analysis will be used as a tool to examine and develop an in-depth understanding 
of the phenomenon. The data was generated through textual analysis on a variety of texts 
specific to the cases and by facilitating group interviews with families who have a shared 
appreciation of the artists. What is being analysed in this research, is the relationship between 
the discourses of popular music taste and its association with age groupings and how that is 
constructed. Specifically, investigating contemporary generational tension within the family 
and how it is played out through popular music taste requires a combination of research 
methods rooted in the cultural studies tradition. Using the framework that realities are 
constructed through discursive practices, this research is supported by an analysis of media 
texts and family conversations that point to significant discourses. Looking at media texts 
sheds light on how popular news media are constructing these discourses around good 
parenting and music or young people’s seemingly unusual interest in old school tastes. Data 
from this research method is also used to confirm whether the findings have resonance with 
what family members say in the group interviews. The discussion with families, then, 
provides deeper insight into the practices surrounding performances of their individual 
identity and family relationships through popular music taste.  
 
The two chapters immediately following the discussion of research methods introduce 
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findings from an analysis of news media articles. The first chapter will highlight three 
significant themes found in relation to the identity of parents, as seen through the eyes of the 
media. One theme, the ‘cool’ parent, illustrates how adults continue to maintain connections 
to youth and popular culture but do so through engaging in their children’s fandom. Another 
theme, the cultivation of music fandom, revolves around parents’ practices and motivations 
for taking part in their offspring’s popular engagement with music. The final theme is 
concerned with how parents guide their children’s music tastes as a way of instilling critical 
social and family values. While this chapter focuses on parents and families in the media, the 
one that follows pays attention to the portrayal of young people and their apparently unusual 
interest in old school popular music. The analysis of this phenomenon as constructed in news 
and popular media can be understood in several ways. Old school music seems to appeal to 
younger generations due to the way they can utilise it to differentiate their cultural tastes and 
resist dominant forms of contemporary youth-oriented music. Music industry practices 
relating to the canonisation of popular music, coupled with easily accessible archives of 
music make it easier for young people to encounter ‘old school music’. Here, the chapter 
shows how young people adopt ‘typically adult’ positions in relation to old music, holding it 
in high regard. The last theme demonstrates how young people draw on the notion of 
‘authenticity’ to justify their old-school tastes as superior to the dominant forms of youth-
oriented music. What these two chapters show, is how popular and news media capture the 
phenomenon of music tastes as seemingly unlinked to a person’s age. 
 
Though the chapters detailing emerging discourses in the news and popular media provide 
insight into the relationship between popular music taste and age, it is limited to a small 
sample of data and lacks the depth of quality that can be found in interviews. Therefore, the 
remaining sections of this thesis illustrate the complex ways in which the discursive 
relationship between popular music taste and age groups operate as supported by key 
evidence taken from discussions with parents and children. The first half of this section of the 
thesis is concerned with how both young people and adults construct for themselves a sense 
of individuality in the way they discuss their music tastes. It explores young people’s and 
adults’ discursive practices around their preference for old school or contemporary music in 
expressing their perceived uniqueness. More importantly, it offers insights into how the 
music fandom practices of both generations are not necessarily as different from each other as 
one would think.  
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In supporting this argument, the chapter draws parallels between these contemporary 
practices to those that have been historicized in academic discourse. A prominent theme key 
to this discussion is ‘authenticity’ and how it is used in the justification of music tastes and 
ultimately, the construction of one’s uniqueness. Comparatively, the final chapter of this 
thesis documents how this individuality is only one way in which identity is performed. The 
other way identity is exercised is by emphasising one’s belonging to the family unit through 
shared music tastes. This performance of identity is explored in several ways. Analysing the 
family unit’s shared taste in music reveals how family members aim to educate each other on 
what is considered as ‘old school’ or ‘new’ music. It is through these exchanges that good 
family values are taught, and the overall family identity is constructed. At the same time, 
these exchanges illustrate further unexpected findings in relation to typical cultural 
stereotypes and music fandom practices. 
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Chapter 1 – Literature review: Youth and adulthood 
 
This study is concerned with how contemporary constructions of youth and adulthood are 
manifested through popular music. As such, this chapter provides the groundwork for the 
study by focusing on the cultural constructions of youth and adulthood. It starts by exploring 
the oppositional relationship between young people and adults that is often embodied in the 
so-called ‘generation gap’. It traces the ways in which changes in the idea of youth, such as 
the emergence of teenagers and establishment of youth culture, helped to set up cultural 
distinctions between young people and adults. These cultural distinctions result from 
authentic and commodified generational and aged-based differences. The former is discussed 
in relation to the ways in which post-war teenagers grew up in an era of economic prosperity 
compared to their parents’ and were provided with the best possible care in the family home 
and at school. The latter is explored in the way media and cultural industries contributed to 
the conditioning of teenagers as a market category by providing them with new cultural 
experiences that further served to emphasise generational differences. 
 
This chapter then shifts its focus onto contemporary constructions of youth and adulthood. 
Using Chaney’s (2004) notion of cultural fragmentation, it discusses how young people are 
not only consuming new forms of popular culture but are becoming increasingly attracted to 
classic and retro styles as well. In this context, it addresses how young people’s engagement 
with popular culture is an intricate mix of the new and old. This discussion followed by an 
examination of how the definition of ‘youth’ is increasingly complicated by the ways in 
which the term is deployed and fought over by young people, adults and the commercial 
industries. It discusses how youth is now more than just a category and is seemingly 
becoming an element that heavily impacts on individuals’ lifestyles. In this context, the 
chapter then focuses on how ‘youthfulness’ is co-opted by adults through enacting or 
purchasing the quality. Again, referring to cultural fragmentation (Chaney 2004), the chapter 
explores how adulthood has been reconfigured as a contradictory mix of youth and adult 
lifestyles, and values. From here, the chapter then concludes by tracing the ways in which 
parenting has changed. It discusses how the idea of ‘good parenting’ has been shaped by 
commercial and media industries. 
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Youth vs. adulthood: the construction of the generation gap 
The construction of the generation gap is often tied to understandings of youth culture. 
Sociologists Talcott Parsons and Bryan Turner (1991, 407) used the phrase ‘youth culture’ to 
represent how adolescents engaged “in the process of emancipation from dependence on the 
conjugal family.” They argue that young people would subsequently replace their family and 
parents with peer groups consisting of other young people as the primary social connections 
in their lives. For Parsons and Turner (1991, 391), youth culture embodies “a kind of 
‘artificial’ isolation from the possible implications for marriage and later parenthood.” While 
youth can be understood in this way, others present youth as a complex and controversial 
concept (Frith 1984; Grossberg 1992). In contemporary western culture, youth represents 
both a chronological category of young people and a cultural category embodying unique 
shared experiences (Frith 1984). Youth is often explored as a cultural construct that tends to 
be associated with the emergence of the teenager during the 1950s. This construction is 
underpinned by wider social and economic changes that have occurred in the years following 
the Second World War. 
 
Austerity vs. affluence 
Young people from the victorious Allied powers of the United States, Great Britain and 
Australia, who were raised in the aftermath of World Word Two, are characterised as being 
born into an age when their parents were encouraged to provide them with the best care and 
education possible (Grossberg 1992). In particular, American teenagers were the sons and 
daughters of adults who had endured the Great Depression and both World Wars. Their 
parents were encouraged to have families of their own, leading to an increased birth rate that 
contributed to the creation of a new generation of consumers and prosperous economic 
activity (Grossberg 1992, 172). Parents were encouraged to provide the best possible 
environment for their children and did so by seeking the help of medical professionals, 
education specialists and surrounding them with toys (Grossberg 1992, 173-4). For Murdock 
and McCron (2006, 168), youth were a product of a high school system that grouped 
young people together, resulting in the establishment of social ties amongst young 
individuals. Additionally, the development of leisure and entertainment facilities such as 
music, magazines and jukeboxes at milk bars provided young people with new activities to 
participate in and congregate around (Murdock and McCron 2006, 168). Known as baby 
boomers, this generation were repeatedly told they would “be the best-fed, best-dressed, best-
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educated generation in the history of the world” (Grossberg 1992, 174). They became “the 
centre of attention and devotion, not only within the family but within social circles, cultural 
discourses and national rhetorics” (Grossberg 1992, 173). This first generation of teenagers 
was constructed by political and social discourse as a signifier of triumph in the Second 
World War as well the embodiment of adult society’s hopes for a better future.  
 
Compared to their parents’ financial hardships experienced during the Great Depression and 
World Wars, teenagers came into an age of economic prosperity in the years following World 
War Two. The economic boom would affect teenagers’ cultural experiences and identities. As 
Doherty (2002, 35) states, “the first teenagers came of age in surroundings that, by the 
standards of their parents and the rest of the world, were luxurious.” Boomers were “born into 
austerity but [grew] up in a period of relative prosperity and affluence (Leach et al. 2013, 
111). These two views also serve to highlight the emerging cultural division between adults 
and teenagers regarding the financial well-being that the latter would then use to fuel their 
indulgences. American teenagers of the 1950s were clearly distinct from previous generations 
regarding their larger numbers and greater spending power (Doherty 2002). Moreover, they 
identified themselves as ‘teenagers’.  
 
In comparison, the rise of the British teenager was much slower due to the negative impact 
the second world war had on the nation’s economy, which led to the “austerity years” 
between the 1940s and 1950s (Osgerby 2004, 21). Similarly, in Australia food such as meat 
and butter were rationed after the war (Arrow 2009, 15).  Full-time employment and the 
standard of living increased during the late 1950s and early 1960s which paved the way for 
mass consumption by British teenagers (Osgerby 2004, 21). During Menzies’ prime 
ministership, consumerism in Australia increased due to rising wages and low unemployment 
rates, and by the mid-1950s most households could afford more than their essential needs 
(Arrow 2009, 19). Just as in the United States, an increase in the young population and the 
move towards improving the education system, by retaining students until the age of 15, all 
worked to shape Australian and British young people as a distinct cohort (Arrow 2009, 49; 
Osgerby 2004, 21).  
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Hedonistic consumption and the crafting of the teenager 
Hebdige (1979, 74) sees the creation of the teenager as marking the increasing generational 
divide, stating that “the relative increase in the spending power of working-class youth, [and] 
the creation of a market designed to absorb the resulting surplus [are] factors contributing to 
the emergence after the War of a generational consciousness amongst the young.” The 
implication of Hebdige’s argument is that these teenagers were a group of young people with 
money to burn, targeted by media and commercial industries and subsequently constructed 
into a new wave of consumers. 
 
As these young consumers in America, Britain and Australia began to participate in new 
cultural activities that signified the ways in which they were different to their parents, they 
began to see themselves as ‘teenagers’. Chaney (2004, 36) states that after the Second World 
War “new modes of self-conscious cultural identification broke up patterns of cultural 
difference based on region and class.” In other words, the new ways young people were 
involved in youth culture mattered more to them than the places they lived in and the socio-
economic classes to which they belonged. These changes occurred due to a number of 
reasons. Hebdige (1979, 74) argues that the fragmentation of cultural experiences, 
communities and classes owes itself to the proliferation of media content and leisure time, as 
well as changes in the structures of the family, education and work. Within this context, 
youth became aware of themselves as a cohort sharing the same cultural experiences and 
attitudes. Doherty (2002, 35) states that the “decisive element [of the first teenagers] is 
generational cohesion: an acute sense of themselves as a special, like-minded community 
bound together by age and rank.” 
 
Teenagers did not construct themselves as ‘unique’ by themselves. Hebdige (1979), Brake 
(1985) and Lewis (1992) argue that youth culture is a complex mix of the authentic and 
commodified. Lewis (1992, 4) claims that it is a culture which is “fundamentally mediated” 
where consumer products, brand imagery and self-produced imagery are used by teenagers to 
project their identities. On the one hand, youth can be seen as a category populated by young 
people, their ideologies and practices. On the other, it is a constructed idea that is produced, 
distributed and sold to young people. This concept of youth was used to shape young people 
into a new market category for commercial exploitation. To facilitate this construction, media 
industries introduced and emphasised the idea of apparent generational differences regarding 
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social, educational and cultural experiences. Scholars within Cultural Studies tend to view 
youth culture as a complex mix of the authentic and commodified (Hebdige 1979; Brake 
1985; Lewis 1992). The youth market “was constructed not only by the members of that 
audience, but also by the industry, and by other commercial and political institutions, as well 
as a wide range of social discourses” (Grossberg 1992, 133). 
 
While teenagers can be seen as a group of young people who were ready to indulge in 
consumerism, some scholars argue that the concept of the teenager was created as a way of 
parting the younger generation with their dollars. Edmunds and Turner (2005, 565) viewed 
this generation as spearheading “the shift towards a new kind of consumerism.” Bhat (2013, 
215) states some scholars “insist that the very notion of youth was created with the emergence 
of industrial capitalism.” Such views on the teenager are put bluntly by Doherty (2002, 41) 
who states that “the invention of the adolescent was an immediate boon to [America’s] 
emerging consumer-based economy.” Additionally, he states that manufacturers “scrambled 
to produce and promote items to cash in on the seemingly bottomless new market,” and 
wanted “to instil a brand loyalty maintained into adulthood” (Doherty 2002, 41). In Australia, 
milk bars catered to the new market by providing leisure activities that included pinball and 
jukebox machines (Stratton 1992, 110).  
 
Companies relentlessly targeted the youth market with a range of products catering to the 
teenage lifestyle such as gum, fashion products and entertainment media (Best 2009; Clarke 
et al. 2006). The relationship between teenagers and commercial industries is characterised 
by Best (2009, 258) who argues that “markets play an ever-expanding role in the lives of 
youth, organising their social spaces and social activities, as they forcefully attach themselves 
to signs that already register as repositories for youth culture and style.” This argument is 
shared by Clarke et al. (2006, 11) who state that “youth culture was a result of such mindless 
‘imitation’ by teenagers, fostered by shrewd and ‘manipulating’ commercial interests.” As 
such, the hedonistic practices that set teenagers apart from previous young generations were 
supplemented and shaped by the activities of commercial industries. 
 
Each facet of teenagers’ lifestyles became increasingly shaped and reinforced by the world 
they inhabited. Doherty (2002, 35) states that: 
What lent 1950s teenagers a sense of group identity both peculiarly intense 
and historically new was that their generational status, their social position 
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as teenagers, was carefully nurtured and vigorously reinforced by the adult 
institutions around them. In the marketplace and the media, at home and at 
school, the teenager was counted a special creature requiring special 
handling. (Doherty 2002, 35) 
Teenagers were moulded into a commercial market category that was persuaded to live a 
certain lifestyle that involved the consumption of particular products. This construction of the 
teenage identity through the encouragement of hedonistic consumption was, as Doherty 
(2002, 42) argues, “crucial in establishing and reinforcing the subcultural identity of 1950s 
teenagers.”  
 
The positioning of young people as teenagers can be observed through changes in the aims of 
youth-oriented periodicals. Seventeen magazine was launched in 1944 and targeted affluent 
American high school girls with the aim of preparing them for adulthood by advising them to 
stay in school but simultaneously enticing them into purchasing fashion items because “your 
friends do” (Savage 2007, 448-450). This interest in fashion was supplemented by the various 
advertisements contained within the magazine that would mirror and shape the fashion tastes 
of its teenage readers (Savage 2007, 449). Copies of this magazine were imported into 
Australia until the creation of an Australian teenage publication Teens Today in the 1950s 
(Stratton 1992, 20).  
 
Seventeen represents what Doherty (2002, 47) argues is a shift from youth-oriented 
periodicals that previously moved young people into adulthood using an adult ‘voice’, 
compared to the emerging magazines which tried to prolong their youth years by suggesting 
how to become a better looking and acting teenager. Instead of growing into their parents’ 
shoes with their parents’ values and tastes, teenagers grew into their culture. Teenagers were 
aware of themselves as a group. Savage (2007, 452) draws attention to one girl’s letter to 
Seventeen: 
I love being seventeen. Wish I could stay just this age for a while. 
Seventeen is the perfect spot between that strange state called adolescence, 
which means you are going somewhere and adulthood, which means that 
you are on the downgrade. (Savage 2007, 452) 
 
As media and commercial interests continually shaped the teenage market, adults and young 
people were increasingly placed in opposition to each other. This binary tension was driven 
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by genuine and constructed ideological and cultural aged-based differences, which became 
popularly known as the generation gap. This generational tension was emphasised by news 
media. Savage (2007, 445) explains that adults’ growing concern about the young was 
heightened by sensationalist reports of female teenagers in America “running amok and 
adrift.” Similarly, teenagers known as bodgies (males) and widgies (females) in Australia 
were subject to excited news coverage (Stratton 1992). 
 
The rejection of adulthood 
The generation gap was a result of the strong ties teenagers shared with each other through 
cultural activities. Leach et al. (2013, 117) state that the difference in generational values can 
be attributed to teenagers’ movement from away the close, tight-knit relationships with their 
family towards preferring the company of other like-minded teenagers that “shared cultural 
and consumer experiences.” As such, for Parsons and Turner (1991), this substitution of 
peer groups in place of family signified a freedom from parents. The conflict between 
parents and their teenage children emerged across multiple facets of lifestyle: “skirt length, 
hair length, musical tastes, and car access” (Epp and Price 2008, 54). Baby boomers point to 
their experiences of the 1960s as a time of increasing differences in values between 
themselves and their parents (Leach et al. 2013, 119).  
 
The grooming of teenagers as the embodiment of the future hopes of American parents tends 
to be discussed by scholars as a central source of generational tension (Grossberg 1992, 174). 
During this time, youth were being prepared for a path to adulthood created by adult 
institutions (Grossberg 1992, 179). However, many young people felt that they had no control 
over their lives and that the world of adults “was regulated, disciplined and boring” 
(Grossberg 1992, 179-180). As such, adulthood for teenagers represented nothing other than 
the unexciting (Grossberg 1992, 180). Teachers and adult authority figures spoon-fed 
prescriptive ideologies and pre-defined identities to teenagers (Frith 1984, 15). In retaliation, 
teenagers looked for a way to subvert and avoid adulthood, often by contradicting their 
parents’ values (Frith 1984, 14-15). Teenagers wanted to “challenge their parents’ 
commitment to career planning and deferred gratification” by giving in too quick and easy 
over-indulgence (Frith 1984, 15). 
 
The consumption of popular culture chipped away at the veneer of “parents’ carefully 
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guarded status and respectability” (Frith 1984, 15). Teenagers were not only opposing adult 
culture, but also “rejecting their given class cultures” by using popular culture to define and 
symbolise their set of ideals and youth culture (Frith 2007, 19). For example, middle-class 
students would shun the pursuit of academic success that their parents expected of them 
(Frith 2007, 19). Young people worked to symbolically contradict and avoid the normative 
adult roles they were expected to assume in the class they belonged to through prolonged 
hedonistic consumption. However, Murdock and McCron (2006) argue that although youth 
lifestyles are restricted by their class location, teenagers developed a sense of generational 
identity through similar patterns of hedonistic consumption, rather than a sense of class 
identity. Teenagers looked for ways in which they could win their space away from the 
monitoring of adults and establish “a sense of control over their own lives” (Frith 1984, 46). 
Teenagers of the 1950s were, as Frith (1984, 15) states, “the vanguard of the permissive 
society.” As such, they “became more feared and more envied” as they rejected adult culture 
and developed one to call their own (Frith 1984, 14).  
 
The teenage identity that offered an alternative lifestyle to adulthood was constructed and 
sold by media industries to young people (Arrow 2009, 66). Youth-targeted magazines such 
as Seventeen worked to inspire young girls to continue their lives as teenagers, as opposed to 
transitioning to adulthood (Doherty 2002; Savage 2007). Teens Today and Teenage Topics 
were amongst the first magazines in Australia to cater for the burgeoning youth market in the 
1950s and attempted to position themselves as part of youth culture by suggesting behaviours 
and consumer goods that were appropriate for teenagers (Stratton 1992, 192-193). 1950s 
films such as The Wild One starring Marlon Brando and Rebel Without a Cause featuring 
James Dean introduced teenage audiences to rebellious young males often in trouble with law 
enforcement and at odds with authority figures (Stratton 1992). Teen-oriented films 
refashioned the meaning of jeans from being used as labour garments by the working-class 
into a symbol of youth, leisure and rebellion (Stratton 1992, 83). Australian families who 
went to watch these films were confused by the large number of teenagers attending (Stratton 
1992, 67). Stratton (1992, 67) argues these films embodied teenage “concerns of leisure, 
freedom, rebellion and ultimate conformity” and played an important role in “the 
dissemination of the new image of youth.” Furthermore, Arrow (2009, 54) argues that these 
films “were also a warning to middle-class parents that the temptations of delinquency knew 
no class barriers.” Media industries worked to shape the youth market by providing blueprints 
for the teenage identity and in the process reinforced generational differences to parents and 
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other adults. 
 
While the media industries shaped the image of teenagers, other industries manufactured a 
range of goods and services for the teenage market that young people used in the construction 
of their identity (Lewis 1992; Bocock 1993; Osgerby 1998; Osgerby 2004). Manufacturers in 
the cosmetics, grooming and fashion sectors developed products targeted at the teenage 
lifestyle (Doherty 2002, 42). Market research companies such as Eugene Gilbert and 
Company determined that the consumption practices of teenagers hinge more so on peer 
opinion than that of their parents (Doherty 2002, 42). On the request of retailers and 
manufacturers, Gilbert performed research into teenagers’ preferences for toothpaste, sweets, 
denim, chewing gum, and perfumed soap (Savage 2007, 463; Osgerby 2004, 17). British 
teenagers would spend their leisure time away from the prying eyes of their parents at a 
growing number of coffee bars, which were often dressed with exotic and foreign signifiers 
such as bullfighting posters and tropical plants (Osgerby 1998, 41).  
 
Cultural fragmentation and age groupings 
The collapse of rigid cultural identities 
The cultural climate in which youth culture and the generational gap were established has 
changed. The rigid groupings and distinctions that once separated young people and adults 
have become increasingly blurred and complicated in postmodernity. Following studies that 
investigate how age affects the experience of popular music (Bennett 2012; 2013), this thesis 
adopts a post-subcultural framework, focusing specifically on the process of cultural 
fragmentation (Chaney 2004). Cultural fragmentation provides a lens through which to 
understand contemporary constructions of youth and adulthood. Weinzierl and Muggleton 
(2003, 3) argue for the investigation of “changing relationships between youth cultural tastes, 
politics and music in today’s so-called ‘post-modern world’.” The movement towards post-
subculture is described by Muggleton (2000, 47) as “decades of subcultural fragmentation 
and proliferation, with a glut of revivals, hybrids and transformations, and the coexistence of 
myriad styles at any one point in time.” In this respect, the number of cultural identities and 
the ways in which they interact or merge with one another signals a change in the 
understanding of culture. Moreover, Chaney (2004, 36) states that subculture has been 
“rendered superfluous” as it is no longer “adequately” useful for understanding cultural 
divisions. Bennett (1999, 605) agrees, stating that “it seems to be that so-called ‘youth 
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subcultures’ are prime examples of the unstable and shifting cultural affiliations which 
characterise modern consumer-based societies.” For Chaney (2004, 37), the 21st-century 
environment has witnessed “an unprecedented degree of cultural integration” in relation to 
popular culture. In postmodernity, “a simple and unique cultural identity no longer seems 
feasible” (Chaney 2004, 46). Individuals’ identities have increasingly focused on the ‘self’ 
and are characterised by a “fragmented and diffuse sensibility” (Muggleton 2000, 6). That is, 
the lines that once existed to help draw distinctions and separations between subcultural and 
generational groups are buckling under the pressure of postmodernity. 
 
Understandings and performances of cultural identity have partly been reconfigured by shifts 
in consumer behaviour and the surplus of mediated culture. Individuals now place symbolic 
value on all types of commodities. In the era of postmodern consumerism, Chaney (2004, 41) 
states that “goods, experiences, places and social actors are all valued for their semiotic 
meanings and associations rather than their functional utility.” Commodities are not only 
objects passed down from one generation to the next. They become part of a range of cultural 
choices used in the construction of individual identity. As Chaney (2004, 42) states, “culture 
becomes more clearly a resource than an inheritance.” These cultural commodities become 
resources for increasingly fragmented cultural identities as they are heavily mediated and 
easily accessible. Specifically, the abundance of cultural products resulting from increases in 
content and media allows individuals to repurpose subcultural styles to continuously 
construct and reconstruct their identity (Chaney 2004, 45; Bennett 1999, 607; Muggleton 
2000). The increasing number of readily available stylistic resources can be used by 
individuals for moulding their identities (Polhemus 1997). 
 
Taking advantage of a range of cultural choices can provide a person with experimental 
freedom, in relation to their identity. Chaney (2004, 41) argues that “the diversity of cultural 
choices available in the intensively media-saturated environments of contemporary popular 
culture can be experienced as emancipating through greater involvement.” In this context, an 
individual’s cultural identity is enacted through experimentation. Bennett (1999, 607) states 
that experimentation is “a central characteristic of late modern identities.” Muggleton (2000, 
47) expands on this notion, arguing that individuals are free to consume “as they wish” and 
that this “mobility is the source of playfulness and pleasure.” Here, the joy for those 
constructing their identities in postmodernity is the ability to try on different ‘faces’ and 
engage in a performance of pseudo-subculture or the adoption of style. This cultural ‘costume 
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changing’ in some respects can be seen as some form of continuation or sustaining of 
subcultural aesthetics. Styles “become recycled as free-floating signifiers, enabling 
subcultural identity to be constructed through the succession of styles that ‘style surfers’ try 
on and cast off” (Muggleton 2000, 48). 
 
Subcultural styles are no longer exclusive to a subculture or deployed only by subcultural 
insiders. This is a result of the mediation and abundance of culture outlined previously. In 
this context, the “investment” often demonstrated by subcultural groups is becoming 
increasingly co-opted and performed by individuals outside of subcultures as a form of 
experimentation with their identities, leading subcultural investment to become a more 
common component of a mundane lifestyle (Chaney 2004, 37). The style and commitment 
displayed by subcultural members can now be deployed by casual, non-members. Bennett 
(1999, 607) states that “individuals will also often select lifestyles which are in no way 
indicative of a specific class background.” In agreement, Chaney (2004, 41) posits that “the 
qualities of appropriation and innovation once applied to subcultures can be seen in relation 
to a range of consumer and leisure-based groupings across the social spectrum.” However, as 
subcultural commodities and signifiers are repurposed into new contexts and by new groups 
of people, their ideological and often oppositional meanings tend to be watered down. 
Muggleton (2000, 43) states that “as commodity production, exchange, and creative 
appropriation intensify, signs become free-floating, travelling towards the point at which they 
become irrevocably divorced from their original cultural contexts.” Furthermore, he states 
that “[consumers] do not have to worry about contradictions between their selected 
subcultural identities, for there are no rules, there is no authenticity, no ideological 
commitment, merely a stylistic game to be played” (Muggleton 2000, 47).  
 
The notion of authenticity that is endemic to subculture is loosened or somewhat diminished 
in the era of post-subculture (Muggleton 2000, 47). The erosion of symbiotic ties between 
subculture and its signifiers impacts on the “relationship between style, musical taste and 
identity,” which, “has become progressively weaker and articulated more fluidly” (Bennett 
and Kahn-Harris 2004, 11). If subculture was once a sustained embodiment used to oppose 
different ideologies, then in the post-modern era, “the need for boundary maintenance 
becomes negligible as the lines of subcultural demarcation dissolve” (Muggleton 2000, 47). 
In the context of dissolving subcultural tendencies, Muggleton (2000, 49) posits that there is a 
shift from focusing on the collective, such as identification with specific subcultural groups, 
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towards a focus on the individual in terms of being different and unique. However, the irony 
in such practices is that to be unique, individuals still use mass-produced consumer goods 
that tie them to a larger consumer community. 
 
Given the changes to culture in postmodernity, authors offer alternative terms by which to 
characterise the post-subcultural environment. Chaney (2004, 42) states that “subcultures 
could now be regarded as collective lifestyle statements, which reflexively negotiate rather 
than directly mirror the structural experience of social class.” Lifestyles are creative projects 
that include “displays of consumer competence” (Chaney 1996, 92). In other words, 
individuals navigate the panoply of cultural choices to select those that they choose to 
construct their identity. Neo-tribal theory can also be useful in understanding choices and 
lifestyles post-subculture. In comparison to subculture, a neo-tribe is “without the rigidity of 
the forms of organisation with which we are familiar, it refers more to a certain ambience, a 
state of mind, and is preferably to be expressed through lifestyles that favour appearance and 
form” (Maffesoli 1996, 98). As such, a neo-tribe can be understood as a stylistic way of 
thinking and sensibility that is often embodied and displayed through lifestyle choices and 
performance. Neo-tribal theory posits that individuals can participate collectively in cultural 
activities by taste, aesthetics and affectivity, whereas subcultural theory argues they are 
‘forced’ together according to class, community, race or gender (Bennett 1999). 
 
Post-subcultural theory has been criticised for being too theoretically loose to provide a 
close-knit set of alternative tools to analyse youth culture. However, Bennett (2011) argues 
that subcultural theory itself can be seen as ‘loose’ given its deployment in sociology and 
cultural theory. Post-subcultural theory is accused of depoliticising youth culture in the way 
that the co-opting and deployment of styles by non-subcultural members is taken to mean that 
post-subculture has no intrinsic ideological motivation (Blackman 2005). Also, Bennett 
(2011) points out that Hall and Jefferson’s (2006) work in Resistance Through Rituals 
suggests that hippie counter-culture provided more political activism than subculture. He 
argues that post-subcultural theory has been criticised for failing to account for the ways 
young people’s access to and uses of cultural commodities is impacted on by socio-economic 
and class status as well as geographical location (Bennett 2011). In response, Bennett (2011, 
501) states the issue for post-subcultural theory in youth studies is “not about whether to 
factor in social structure as an analytical frame of reference, but how to position it as an 
object of study.” In other words, scholars still see opportunities for examining political nature 
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of post-subculture. 
 
The changing cultural construction of youth and adulthood 
The previous section established the ways in which postmodernity has affected the 
experience and use of culture. It provides the theoretical framework for this section that 
examines contemporary cultural constructions of youth and adulthood. In other words, the 
notions of youth and adulthood discussed in this chapter should be understood in the context 
of post-subculture and cultural fragmentation. It begins with outlining the issues that 
surround contemporary youth and then transitions into problematizing how these issues 
impact on understandings of adulthood. 
 
The set of discourses used to characterise youth have been in a state of flux over the last few 
decades. As Osgerby (1998, 76) states, “constant change and flux have been endemic to the 
universe of youth subcultures. Styles have continually developed over time making sense in 
different ways for different groups of youngsters at different historical moments.” Youth is 
explained by Grossberg (1992, 171) as a constructed category that embodies pre-adulthood 
stages such as childhood, adolescence, and young adulthood. He argues that it is positioned 
as a site of struggle against dominant ideals, exemplified by 1950s teenagers’ rejection of 
adulthood (Brake 1985; Clarke et al. 2006; Grossberg 1992). The generation of young people 
in the 1950s came to be the embodiment of the idea of youth that was shaped by educational, 
adult, commercial and musical discourses (Clarke et al. 2006; Grossberg 1992; Hebdige 
1979). Similarly, Frith (1984, 60) argues that the idea of youth is shaped by many factors 
such as “market forces, state policies and family expectations.” Moreover, Grossberg (1992, 
171) argues that youth is complex and is constantly changing, stating that “youth can be a 
matter of chronology, sociology, ideology, experience, style, attitude” and concludes that “the 
meaning of youth is, and must remain, uncertain.” Lewis (1992, 7) agrees, stating that youth 
is “incoherent, ahistorical, riddled with continuities and contradictions that betray any attempt 
to render it singular or consistent or concrete.”  
 
The discourse used to typify youth revolved around the idea that young people engaged in 
new cultural practices that differentiated them from previous generations. As discussed in the 
previous section, the rise of youth culture in the 1950s has been analysed regarding its 
association with new forms of hedonistic consumption. Newer forms of popular culture still 
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act as markers of young people’s generational identity. The combination of internet-enabled 
mobile devices and social networking sites has been used by media to symbolise young 
people’s changing media and cultural tastes in recent years. Older forms of popular culture 
have always appealed to young people, which contradicts the popular understanding that 
youth culture is primarily associated with the ‘new’ and ‘modern’. For example, Jenß (2004) 
outlines how Teddy Boys in the 1950s often wore clothing inspired by early 20th century 
British fashion. 
 
Young people are growing up in an environment where the ‘new’ exists alongside the ‘old’. 
As Blaikie (1999, 6) states, “each individual is born and socialised into a ready-made cultural 
environment.” It is in this context, that even though some cases of popular culture can still be 
defined as new and are often youth-oriented, the ways in which popular culture is bound to 
certain generations are increasingly complex and sophisticated. As such, young people have 
the opportunity to consume not only youth-oriented popular culture but also forms of popular 
culture that were once considered ‘new’ by previous generations of youth.  
 
The appeal of older pieces of popular culture can lie in their ‘classic’ or original form. The 
thirst for ‘classic’ is especially prominent in the cyclical resurgence of fashion styles, as Jenß 
(2004, 387) states, a “tag of authenticity is a powerful force in selling goods.” Furthermore, 
she argues that clothing brands such as Adidas understand that young consumers who have “a 
passion for the ‘real thing’” will buy remakes even if they are reproduced and not the ‘actual’ 
original clothing articles (Jenß 2004, 388). These examples emphasise the longevity of 
popular culture icons and their currency as consumer products in a contemporary youth 
market. Older instances of popular culture can also appeal to young people when they are 
modified, refurbished or updated. This process reflects what Blaikie (1999, 9) refers to as the 
“recycling of heritage.” 
 
Youth culture is a hybrid of the old, updated and new. However, as outlined earlier, youth 
culture is constructed and driven by industry activities and young people’s practices. Young 
people construct their identities by referring to past fashion styles that are encapsulated in 
visual media such as photographs (Blaikie 1999, 24). Here, Jameson’s (1991) notion of 
simulacrum is mirrored in the ways in which young people draw upon the mediated imagery 
of the past as a stylistic resource. Simulacrum refers to the ways in which the aesthetics of 
historical pasts are reproduced but refer to no exact replica (Jameson 1991). Additionally, 
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young people’s appropriations of styles that are reflections of the past also demonstrate the 
notion of pastiche. Jameson (1991) argues that pastiche is similar to parody in that they both 
engage in imitation. However, while parody aims to subvert the original, pastiche is a 
celebration of the original without criticism (Jameson 1991). Young people’s attraction to 
older forms of popular culture is fostered by media and fashion industries. For example, the 
vintage revival exemplified by hipsters has been manufactured in an era where industries are 
often neglecting the ‘new’ in favour of the ‘reliable’ and ‘established’ when it comes to the 
tastes and preferences of mass markets (Chaney 2004, 39). 
 
Young people’s attraction to the ‘old school’ and ‘retro’ can be understood through the notion 
of cultural fragmentation. Cultural goods and experiences are valued for their symbolic 
meanings (Chaney 2004). In this context, young people are deliberately choosing to develop 
tastes for and signify their love for older forms of popular culture. Jenß (2004, 395) argues 
that “youth-cultural styles have become selectable ensembles, which can be appropriated and 
performed, dislocated from a former ‘original’ cultural context and meaning.” She highlights 
how young people’s attraction to the past and retro styles can be tracked back to post-war 
youth culture with British Teddy Boys’ ‘Edwardian’ fashion during the 1950s (Jenß 2004, 
395). Part of this fascination relates to the notion of authenticity, which Jenß (2004, 387) 
admits refers to being fresh and original “but also to the re-creation or revival of objects and 
motifs from the past.” In other words, authenticity works to represent either that which is 
innovative and cutting-edge or a celebration of a genuine past.  
 
Young people are attracted to the idea of authenticity. Jenß (2004, 389) states that their 
“engagement with the visual and material culture” is a display of subcultural capital (Jenß 
2004, 389). The ‘past-as-authentic’ appeals to young people because they view it as rare in 
relation to modern trends demonstrated by mainstream society (Jenß 2004, 390-391). The 
seeking out of that which is authentic can be a central and governing principle for some 
young people who choose to reconstruct their lifestyle as if they were living in the 1960s in 
order to stay part of the 1960s retro scene (Jenß 2004). However, this all-consuming approach 
to the ‘past-as-authentic’ is not adopted by every young person wanting to display subcultural 
capital. In other words, there are varying degrees of involvement in which young people 
utilise the ‘past-as-authentic’. Jenß (2004, 392) argues that “retro youth cultures rarely 
replicate the exact look formerly worn by large numbers of people. Instead, they may 
combine elements from the past with the contemporary, and (maybe unconsciously) they tend 
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to focus on the eye-catching ‘groovy’ fashions.” This attraction to the retro exemplifies the 
notion of simulacrum where young people redeploy signifiers of past historical aesthetics 
which resemble, but are not carbon copies of the original forms (Jameson 1991). At the same 
time, young people engage in the practice of pastiche in the way they celebrate past historical 
styles through their reconstructions and appropriations of it (Jameson 1991). 
 
The changing relationship between young people and older forms of popular culture impacts 
upon the cultural construction of youth. Clear distinctions between different cultural identities 
are breaking down (Chaney 2004). This is partly because cultural forms are increasingly used 
as resources in the construction of identity and the navigation between different social 
groups. In the contemporary, mediated popular culture environment, individuals are not 
limited as to what they can partake in and develop tastes for (Chaney 2004). Young people 
are born and grow up in a consumption-based environment where they have the opportunity 
to choose from cultural signifiers of the past and present. Within this context, youth-driven 
cultures do not just engage with materials from contemporary popular culture; they can also 
engage with stereotypically older tastes and activities that were once experienced by older 
generations. 
 
Young people’s attraction to the ‘old-school’ is not the only factor that problematizes the 
cultural understandings of ‘youth’. Youth has become an increasingly complex and 
contradictory category that has been further problematized by the ageing of youth culture. 
Grossberg (1992) argues that the concept of youth is the site of a struggle between various 
parties. He states:  
Youth itself has become a battlefield on which the current generation of 
adolescents, baby boomers, parents and corporate media interests are 
fighting for control of its meanings, investments and powers, fighting to 
articulate and thereby construct its experiences, identities, practices, 
discourses and social differences. (Grossberg 1992, 183) 
 
In this context, Bennett (2012, 96) states that “age is coming to be regarded as increasingly 
less important as a barometer for sensibilities of taste in music, fashion and associated forms 
of leisure and consumption.” Similarly, Gilleard and Higgs (2005, 99) state that the 
generations of the 60s “have sought to retain [the] value and status of that youth culture. They 
continue to care about clothing, about fashion, and about appearance, and they continue to 
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care about having the freedom to spend.” Youth no longer belongs solely to the biologically 
young. Wyn and White (1997, 21) argue that rather than being an indication of age, youth is 
becoming more of a resource that can be ‘accessed’ throughout an individual’s lifecycle 
either by purchasing signifiers of youth or performing it. Furthermore, they argue that “the 
symbolic meaning of youth…is not coming of age, but being anything you want to be” (Wyn 
and White 1997, 21). Grossberg (1992, 199-200) sets the context for the above changes, 
arguing that “the discourses and practices that interpenetrate, surround and shape youth have 
now become a major battleground.” In this respect, older generations tend to be characterised 
as redefining and redeploying youth as a lifestyle. However, younger generations believe they 
own the category of youth where they begin to construct their sense of identity and lifestyle 
(Grossberg 1992, 183).  
 
Grossberg (1992, 176) argues that “youth involves not so much an ideological search for 
identity as an affective search for appropriate maps of daily life, for appropriate sites of 
involvement, investment and absorption.” In other words, being youthful is no longer limited 
to the establishing of a young person’s identity but is increasingly positioned as a mechanism 
to restructure one’s lifestyle. For Grossberg (1992, 190), youth is no longer “a description 
neither of age nor of affect and attitude.” Youthful lifestyles are partly but not entirely 
constructed by someone’s age (Frith 1984, 2). This argument implies that a youthful lifestyle 
can be enjoyed by individuals who are not biologically young. As Blatterer (2010, 65) argues, 
‘youthfulness’ has been liberated “from its biological, age-determined delimitations.” 
This changing cultural dynamic is outlined by Grossberg (1992, 184-185) who argues that the 
once clear generational differences separating young people and adults are collapsing, 
making it difficult for “all of the generations of post-war youth...to choose or even 
differentiate between youth and adult.” Frith (1984, 1) outlines the problems with age and the 
culturally constructed notions of how each generation is perceived by posing the questions:  
“Aren’t these age groupings arbitrary? Do 35-year-olds really have more in common with 25-
year-olds than with 36-year-olds? Age differences are important but can they be treated so 
precisely?” 
 
The cultural construction of youth impacts on the construction of adulthood. Youth has 
increasingly been positioned as a resource rather than a chronological or cultural category, 
and as such adults use youthful signifiers to refashion their lifestyles. Adults’ practice of co-
opting youth impacts upon understandings of adulthood. An adult who possesses typical adult 
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concerns can simultaneously retain concerns from their youth. As such, the conception of 
adulthood seems to be changing into an increasingly complex mix of adult and youthful 
ideologies. This reconfiguration of the discourse stems from the way adults are acting or 
living out the contradiction of adulthood versus adolescence. Signifiers and practices that 
once ‘belonged’ to specific groups of people can now be taken up by those on the outside 
(Bennett 1999; Chaney 2004). Such a loosening relationship points towards how youthful 
styles might no longer be strongly bound to younger age groups but instead can be absorbed 
by adults. This experimentation with adult identity may contribute to the ways adulthood is 
changing. As Blatterer (2007, 787) argues, “it is through individuals’ practices that the 
meaning of adulthood, and thus its social constitution, is contested and continuously 
reconstituted.”  
 
Adults are increasingly discussed in the popular media as feeling or acting as if they are still 
in their adolescence (Bennett 2012). The idea that upon reaching adulthood one leaves behind 
the trappings of youth is challenged by instances where adults no longer seem to typically 
distance themselves from either their youthful experiences or contemporary youth culture. 
Featherstone (2007, 98) states that “youth styles and lifestyles are migrating up the age scale” 
with adults “taking some of their youth-oriented dispositions with them.” In this context, 
“adults are being granted greater license for childlike behaviour and vice versa” (Featherstone 
2007, 98). Similarly, Huq (2006, 157) states that “the political potential of youth culture as a 
means of resisting dominant social norms and the adult order is complicated by the fact that 
youth culture itself has to an extent now been appropriated into later life or ‘middle youth’ by 
the adults reared on it.” 
 
Given that different groups of people, such as those outside subcultural categories, can access 
cultural resources used in the construction of identity it seems sensible to extend this notion 
of ‘fluidity’ in the context of different generations (Chaney 2004). In this sense, adults can 
adopt elements of cultural products associated with younger generations. Youthful styles 
seem to be co-opted by adults to keep their youthfulness intact. If culture can be framed as a 
resource, adults can syphon off subcultural capital associated with youth culture that can 
make them feel young again (Chaney 2004; Grossberg 1992, 171). This transformation in the 
meaning of adulthood, however, is also a result of media and commercial industries 
reshaping their audiences. As Blaikie (1999, 22) argues, “positive ageing” is a marketing 
construct designed to exploit an ageing demographic with increasing leisure time after 
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retirement.”  
 
Contemporary constructions of adulthood could be conceptualised as a complex mix of adult 
practices and ideologies that engage in the consumption of ‘youth’. This conceptualisation 
harkens back to Hebdige’s (1979) argument that youth culture is a complex mix of the 
authentic and commodified. Such binary tension has been carried across from the discourse 
of youth culture and has permeated the contemporary discourse on adulthood. For some 
scholars, the conception of adulthood has changed, and as such, conservative and generation-
specific definitions are no longer as rigid and concrete as they might have once been 
(Blatterer 2007, 787-788). In other words, while there are the types of conservative adults 
who still exist, there has been an increase of those who subvert this typical ideological 
position. Hodkinson (2013, 1074) states that adults “are living out new fluid and flexible 
kinds of adulthood which are liable to become increasingly typical across the age-range.” 
Similarly, younger people demonstrate a flexible approach towards aesthetics and music. 
Bennett (1999, 613) states there are: 
New ways of understanding how young people perceive the relationship 
between musical taste and visual style which negates the notion of a fixed 
homological relationship between musical taste and stylistic preference by 
revealing the infinitely malleable and interchangeable nature of the latter as 
these are appropriated and realised by individuals as aspects of consumer 
choice. (Bennett 1999, 613) 
 
In short, Bennett’s (1999) post-subcultural stance aligns with Chaney’s (2004) argument 
about cultural fragmentation, referring to the increasing trend whereby young people with 
certain musical tastes are not wearing fashion styles that signify their taste. Furthermore, 
Bennett (1999, 614) states that “in consuming popular music the individual is free to choose, 
not only between various musical styles and attendant visual images but also how such 
choices are lived out and what they are made to stand for.” In other words, the individual 
chooses music and the related subcultural aesthetics but determines what their meaning is. 
The changing ways in which young people view the relationship between music and aesthetic 
style might also be shared by adults. Implied here is the idea that the typical and once rigid 
links between music and visual style have corroded, indicating larger changes in the typical 
relationship between music and generation discourses. Cultural identities and especially 
generational identities appear to be changing. As such, the normative link between cultural 
50 
styles and age may no longer be the same but exist in a complex and fluid environment. This 
environment encompasses the way older, and younger generations are exploring music and 
music-related practices that are not typically engaged in by their respective age groups. 
 
The notions of youth and adulthood are intertwined. As a set of interlinked ideas, the 
changing understanding of youth impacts upon the meaning of adulthood. As Wyn and White 
(1997, 11) state, “youth is a relational concept because it exists and has meaning largely in 
relation to the concept of adulthood.” Adulthood is a category that no longer only just 
represents values such as responsibility. Rather, it argues that adulthood through the co-
opting and reclaiming of youth culture is now more inclusive of values such as hedonistic 
consumption and the listening to youth-oriented music that adults once saw as problematic.  
 
Conclusion 
This chapter started by discussing the oppositional relationship between young people and 
adults by tracing the establishment of the generation gap. Following this, it provided a 
discussion of the theoretical framework of cultural fragmentation and post-subcultural theory. 
Here, it set up the ways in which understandings of cultural identity and the uses of cultural 
resources are increasingly fluid and complex. In this context, the chapter discussed the 
contemporary cultural constructions of youth and adulthood. These age-based cultural 
categories are problematized in relation to the complexity and deployment of ‘youth’. In this 
context, the relationship between age and cultural taste is increasingly loosened given that 
youth has been transformed from a chronological and cultural category into a resource that 
can be used to reconfigure one’s lifestyle. The chapter focused on young people’s and adults’ 
engagement with popular culture, arguing that young people are attracted to the ‘old’ and 
‘new’, while adults negotiate adult values with the ‘youthfulness’ they co-opt. This section of 
the literature review establishes the broad foundation of this thesis. Understanding the 
contemporary reconfiguration of the relationship between age groupings and cultural taste 
requires outlining how this relationship was discussed in academic literature. What follows in 
the next chapter, is an examination of how the discursive relation between age and taste was 
constructed through popular music taste in the post-war period. 
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Chapter 2 – Literature review: Constructions of youth and 
adulthood in popular music 
 
This literature review so far has traced the construction of youth and adulthood through the 
generation gap as well as highlighting how these cultural categories are impacted by aspects 
of postmodernism. This chapter will explore these concepts in relation to popular music in 
the post-war era. It begins by focusing on how popular music has historically been seen to 
embody the generation gap. Specifically, the chapter explores how post-war teenagers 
consumed popular music to differentiate themselves from adults. In this context, adults tend 
to be characterised as stereotypically listening to music targeted at their age group, practising 
good moral behaviour and being responsible. On the other hand, young people are typically 
viewed as listening to music that promotes sex, hedonism and unruly behaviour that 
challenges the idea of adulthood. This chapter also traces how the generation gap is 
manifested and mediated in moral panics about music. As such, it highlights instances when 
teenagers’ musical tastes are perceived as deviant by adults and draws attention to the way 
this generational tension is often cyclical and contradictory. Moreover, the chapter highlights 
the ways in which adults who scrutinise young people’s musical tastes and activities ignored 
the instances when their generation was the centre of concern in previous moral panics. The 
discussion then moves onto the ways in which popular music tastes have come to embody 
and signify generational attitudes and values. It explores the way musical taste is used mark 
out delineations between generations. 
 
This chapter focuses on how contemporary constructions of youth and adulthood are 
embodied and played out in regards to popular music. It discusses the ways in which young 
people are becoming increasingly attracted to older styles of popular music while ageing 
music fans continue their engagement with popular music past their youth. Finally, the 
chapter discusses how other scholars have brought attention to the impact of postmodernity 
on contemporary constructions of adulthood and how they are played out through age. It 
concludes by highlighting where research generated in this study fits into the academic 
literature. 
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The generation gap in popular music 
Signifying the generation gap 
Popular music was central to the creation of the generation gap (Grossberg 1992; Frith 2007). 
As Bennett (2000, 34) argues, “not only did the stylistic direction of popular music radically 
alter” with the introduction of rock ‘n’ roll in the 1950s, “but it also acquired a distinctly 
youth-orientated and oppositional stance.” Music is often framed as the mechanism that 
provides youth with the capacity to craft their identity (Frith 1998, 276-277). Such a sense of 
agency first came with the introduction of rock ‘n’ roll in the 1950s, which helped to define 
the first teenagers and marked a cultural change in the understanding of youth. Rock music 
allowed alienated teenagers to express their dissatisfaction and resist the ideas that adult 
institutions offered (Frith 1984, 44-46; Frith 2007, 16). They marked themselves as different 
from and in opposition to their parents through their heavy consumption of and involvement in 
rock ‘n’ roll music. Through this process, teenagers carved out their cultural identity rather 
than become a part of the adult world. As such, music is viewed as one of the factors 
contributing to the restructuring of the social and cultural fields that led to the generation gap 
(Grossberg 1992, 134). The interplay between rock music and youth culture is often argued to 
be the starting point which “inscribed a generational seam across the surface of daily life and 
ultimately (at least for a while) across the social formation itself” (Grossberg 1992, 134). 
Music played a central role in the construction of generational tension between adults and 
young people by delineating their distinct cultural and age-based differences.  
 
During the 1950s, rock ‘n’ roll artists such as Little Richard, Chuck Berry and Elvis Presley 
disrupted the bubble-gum pop-dominated music charts by introducing a rough-feeling, 
sonically harsh and beat-driven sound that was unfamiliar to adults of the period (Doherty 
2002, 43; Gillett 1996, 81-82). Scholars within the study of popular music argue that rock 
was used by teenagers to construct their image in opposition to adult institutions and values 
(Grossberg 1992; Frith 1984). However, they also acknowledge that rock was produced for 
and heavily marketed to youth (Lewis 1992; Doherty 2002). As such, rock music was itself a 
complex mix between the authentic and manufactured which served to delineate the 
generational boundaries that culminate in an apparent generation gap.  
 
Through rock ‘n’ roll, youth in the 1950s defined themselves as teenagers who had distinct 
cultural and consumption habits, deliberately defined in contrast and opposition to their 
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parents’ austerity and responsibility (Grossberg 1992, 133). While rock music championed 
teenagers’ opposition to and rejection of adult culture, it was fundamentally manufactured 
and fuelled by adult-run institutions in the music, marketing and media industries. The 
argument here is that rock music, and its positioning against adult culture was to an extent 
fashioned by industries which were responsible for the construction of youth and the 
introduction of generational differences. This idea is supported by Hebdige (1979, 17) who 
makes the case that “the challenge to hegemony which subcultures represent is not issued 
directly by them.” Similarly, Lewis (1992, 3) shares this view, stating that “the media 
industry not only produce the texts for consumption but the ideology for consumption as 
well.” 
 
For teenagers, rock music provided a space to oppose the idea of impending adulthood. The 
argument asserts that the arrival of rock music helped youth to break out of the cultural 
mould set by adult institutions (Grossberg 1992, 179). Music had given youth a way to create 
some sense of control over their lives and to unshackle themselves from an adulthood that 
they viewed as standardised, conformist and uninteresting (Grossberg 1992, 179-180). Rock 
opposed the ordinary and boring by celebrating “the extraordinary moments within the 
youth’s everyday life” (Grossberg 1992, 180). Rock music provided teenagers with a 
metaphorical space in which they could escape from adults’ monitoring of their activities as 
well as adulthood itself (Frith 1984, 15). During the 1950s, the middle-class youth who 
indulged in rock ‘n’ roll music were seen by academics as knowingly taking up working-class 
values to contradict those held by their parents (Frith 1984, 14-15). Teenagers were framed as 
wanting to “challenge their parents’ commitment to career planning and deferred 
gratification” by giving into quick and easy over-indulgence (Frith 1984, 15). They outwardly 
rejected their parents’ adult values by indulging in consumption (Frith 1984, 15). 
 
The hedonistic tendencies of post-war teenagers were further fuelled by the commodification 
of rock ‘n’ roll. The music industry understood that rock music was becoming increasingly 
popular on the pop-orientated charts and moved to supply the growing need (Doherty 2002, 
44). Gillett (1996, 82) states that “if rock ‘n’ roll was the expression of a new generation, as a 
commercial product it was the dynamite that blew apart the structure of an industry.” 
Furthermore, he draws attention to the strategies that the American music industry employed 
to cash in on the new wave of music stating that “once they realised the possibilities of rock 
‘n’ roll, they were prepared to record almost anybody singing almost anything, and to put all 
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their energy and money into promoting the records that seemed to stand a chance” (Gillett 
1996, 82). Rock music brought “stylistic changes in grooming, fashion, and attitude that were 
met by an array of teen-targeted accoutrements” (Doherty 2002, 46). In other words, rock ‘n’ 
roll music provided opportunities for companies to sell products such as lipstick and ‘teen’ 
magazines’ which drew on and supported the aesthetic styles of the music (Stratton 1992). 
Music for youth is positioned as the central idea which their cultural experiences revolve 
around. 
 
The generation gap manifested in music moral panics 
The use of rock music by teenagers as a symbol of the rejection of adult culture can be 
understood within the context of ‘moral panics’. Stanley Cohen (2011, 1) argues these moral 
panics often appear when “a condition, episode, people or group of persons emerges to 
become defined as a threat to societal values and interests; its nature is presented in a stylised 
and stereotypical fashion by the mass media” (Cohen 2011, 1). It is within the context of 
Cohen’s (2011) definition of moral panics that older generations are typically seen to be 
suspicious or hostile towards the perceived corrupting influence of ‘youth’ music on younger 
generations. Conversely, younger generations use this conflict between musical and social 
values as a tool in the development of their self-identity and autonomy from older 
generations. Frith (1984, 45) states that moral panics arise when “deviant youth styles are a 
real threat to the ruling class ... they challenge dominant ideas” (Frith 1984, 45). Cohen 
(2011, 2) argues that youth and youth culture are often typecast by the media as public 
enemies who pose a threat to social and moral order through their perceived deviancy and are 
regarded by society as “visible reminders of what we should not be.” He stresses the 
centrality of the media as one of the key instigators that help in the construction and fuelling 
of moral panics, through sensationalising reports of young people and their activities (Cohen 
2011, 26).  
 
During the 1950s, the Australian equivalent of British rockers known as ‘bodgies’ (males) 
and ‘widgies’ (females), became the focal point of moral panics in Australia as a result of 
their perceived violent and sexual behaviour (Moore 2004). Walton (2012, 158) explains that 
news media sensationalised the perceived shortcomings of Australian youth, arguing that 
even if only a single window were broken in a bodgie brawl, the newspapers would use 
plurals and say “windows.” Widgies were constructed by the media as the sexual possessions 
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of bodgies to generate headlines and sell newspapers (Braithwaite and Barker 1978). The Sun 
Herald published a story in 1956 about numerous reports of sex orgies that allegedly 
involved bodgies and widgies (Stratton 1992, 88). The over-emphasis on moral panics as a 
threat to moral stability often result in an overwhelming and unneeded surplus of state 
resources to alleviate a sensationalised youth problem instead of genuine social issues (Cohen 
2011). As Walton (2012, 160) states, “for the most part youth is only visible to society (via 
the media) when it poses a problem.” Media coverage of deviant others can also lead to an 
increased amount of unruly activity from young people who are fashioning their image 
according to a constructed and sensationalised public stereotype (Cohen 2011, 186-187). For 
example, young people who were attracted to the media spotlight were happy to give 
television interviews and would be tempted to swear or make rude gestures when cameras 
were pointed at them (Cohen 2011, 183-184). 
 
While moral panics are a mediated phenomena constructed and fuelled by news media 
coverage (Cohen 2011), they also seem to serve as source material for popular culture, such 
as in films that introduced audiences to rock in the 1950s. For example, the 1955 film 
Blackboard Jungle introduced the classic hit ‘Rock around the Clock’ by Bill Haley and His 
Comets. The film follows a newly appointed high school teacher who has difficulty 
controlling his class because of troublesome male teenagers’ disregard for authority as well 
as theft and vandalism. However, while the film played on the moral panics regarding rock 
‘n’ roll and adolescents, in reality, it contributed to the moral panic itself. Blegvad (1964) 
investigated the way newspaper coverage reported rioting in Copenhagen in 1957 that was 
related to scores of teenagers who grew more aggressive after gathering outside a cinema at 
the conclusion of the film. 
 
Within these media-fuelled moral panics, “agents of social control” such as the legal system 
and law enforcement agencies, along with the public, condemn and quell perceived unruly 
activities of young people, who are often at the centre of the furore (Cohen 2011, 121). 
Goode and Ben-Yehuda (2009) argue that moral panics often involve the rallying of the 
public who are under threat to take action by addressing the issue and changing social 
conditions to neutralise it. For example, police were given more powers to act on threats and 
in some cases, would confiscate the leather belts of ‘Mods’ and ‘Rockers’ to trim their egos 
(Cohen 2011, 93-101). In Britain during the 1960s, vigilante groups were formed with the 
intention of protecting their property against further destruction and vandalism by Mods and 
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Rockers (Cohen 2011, 126). 
 
Such measures of social control were exemplified in the case of heavy metal, which was one 
of many music genres in the 1980s targeted by parents, politicians and religious groups for its 
apparent lyrical promotion of drug use, promiscuity, satanic worship, murder and suicide 
(Martin and Segrave 1988). Heavy metal was targeted because it was also a visually and 
sonically extreme music genre that used imagery of Satanism, magic and death throughout 
stage sets, album covers and music videos (Walser 1993; Weinstein 2000). In the United 
States, public outcry against heavy metal at the time was championed by Tipper Gore who 
led the Parents Music Resource Centre (PMRC). The PMRC used the example of a 19-year-
old fan who committed suicide apparently after listening to the Ozzy Osbourne song ‘Suicide 
Solution’ to demonstrate the fatal effects of listening to heavy metal (Walser 1993, 147). As a 
result of the public battle over heavy metal, albums deemed as lyrically morally questionable 
were to be labelled with advisory warnings later nicknamed ‘Tipper Stickers’ (Martin and 
Segrave 1988). The case of PMRC versus heavy metal showcases how moral panics often 
mobilise adult concern and intervention through the centralised condemnation of the deviant 
‘other’ (White and Wyn 2013, 229). 
 
In the late 1990s, Marilyn Manson was constructed in the media as a symbolic figurehead for 
the apparent morally corrupt youth, during which, his music was blamed as motivating the 
teenagers who committed the Columbine High School shooting (Wright 2000). In this case, 
rather than youth being the site of concern, Manson himself was accused of being the source 
of the moral corruption of teenagers (Wright 2000). The media spotlight focused on 
Manson’s behaviours alleging that he exposed himself and performed animal sacrifices on-
stage, practised self-mutilation and was involved with Anthony Lavey’s Church of Satan 
(Wright 200, 374-375). Marilyn Manson deliberately drew upon subversive and deviant 
imagery, following in the tradition of theatrical shock-rock aesthetics used by Alice Cooper 
and Kiss. Doing so positioned himself as spectacularly different in the music industry, which 
had the effect of rallying concern and condemnation from a variety of conservative political 
and religious groups (Wright 2000). Marilyn Manson’s exploration of suicide in his album 
Anti-Christ Superstar was deliberate to “[expose] the raw nerve of generational difference in 
American life” (Wright 2000, 379). Wright (2000, 379-380) goes on further to state that 
“Manson is at play in the semiotic fields of the baby boomers, and … he is at pains to work 
his young fans against what he sees as the staid conservatism of their parents’ cultural 
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hegemony” and as such is playing with “inter-generational dynamite.” 
 
Generational values embodied in popular music 
Generational and aged-based ideological differences are often at the centre of moral panics 
around music. Each generation places different values on and associates different youthful 
experiences with ‘their’ music, which are often tied to a variety of issues that differ for each 
generation. Music, as Wright (2000, 368) argues, is “one of the most clearly defined and 
intensely disputed sites of cultural struggle” and cultural distinctions often reinforce divisions 
between groups (Bogt et al. 2011; Dimaggio 1994; Lamont and Fournier 1992). Wright (2000, 
367-369) highlights the cultural and aged-based divide through the way different generations 
value their music.  He uses the example that from the 1970s onwards, baby boomers viewed 
rock radio as a “predictable, sanitised refuge from the anxieties of modern life,” while for their 
teenage children, new styles of music such as rap, heavy metal and grunge were used as 
signifiers to communicate their status as “musical outsiders” in relation to commercially 
friendly radio music (Wright 2000, 368).   
 
Music is often argued to be closely linked to values, with Frith (1998, 95) stating “it is 
impossible to understand what it means to value music without reference to the ideological 
baggage we carry around with us.” This approach would argue that individuals’ cultural 
experiences are embodied in music which was exemplified by teenagers’ hedonistic 
consumption, opposition to adults and the rejection of adulthood signified through rock ‘n’ 
roll in the 1950s. Furthermore, Frith (1998, 62) draws on the concept of homology to argue 
that music is “interpreted as a coded expression of the social aims and values of the people to 
whom it appeals.” Within this context, the difference in values between generations is 
exposed and contrasted through discussions that revolve around their musical tastes and 
dislikes. As such, styles of music are imbued with and signify generational values. 
However, new and emerging styles of music strongly associated with contemporary youth 
often bring with it generational values that differ to those of their parents. In this way, 
music becomes an arena that provokes generational and aged-based friction when the new 
styles and values stand in opposition to those of the past. 
 
While Frith (1998, 95) states music is inextricably tied to ideology, he also stresses that 
possessing an understanding of different genres can assist individuals to make value 
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judgements. This is because, in the musical arena, genre is a central agent which helps to 
organise ideological boundaries. Frith (1998, 88) argues that “sounds are most systematically 
lined up with attitudes” and that “genres [are] most earnestly argued about ideologically (and 
related to ways of life).” Using genre to discriminate between musical styles and to exercise 
ideological values is central to the experience of popular music. Labelling music as good or 
bad is central to the pleasure of music, however, what drives this argument is the friction 
between different ideologies (Frith 1998, 72-75). Daily discussions about why music is 
viewed as good or bad and “what music should be” often revolve around “aesthetic 
judgements [which] are tangled up with ethical judgements” (Frith 1998, 70-72). Within this 
context, lyrics, melody, structures and sonic qualities are often used by individuals to judge 
or “demean” others’ involvement with certain types of music (Frith 1998, 72).  
 
Given the close relationship between music and values, the process of judging music exposes 
cultural and ideological differences that are based on age and generation. Frith (1998, 18) 
argues that individuals’ identities are constructed and marked out in opposition to others 
through the practice of discriminating between various genres of music. This argument 
expresses the various positions often taken in relation to judging music along generational 
lines. People who participated in swing dances during the late 1940s refer to the sonic 
properties of modern rap and R&B as music that “does your head in” (Connell 2012, 266). In 
Connell’s (2012, 267) study about musical generational identity, older people often voiced 
the opinion that rap music was mostly immoral, with hard-to-follow lyrics and related to 
violence. Older individuals who hold this view position themselves as holding the moral 
high-ground against a perceived threat of violence-inciting youthful contemporary music 
forms. However, participants in Connell’s (2012, 267) study recognise that their opinions 
about young people’s music are based on a comparison between their youthful experiences 
and those of young people who have grown up in different cultural contexts. Based on his 
observations, Connell (2012, 267) states that arguments older people are making are 
“[attempting] to articulate an acceleration of social and generation change within an epoch – 
late capitalism.”  
 
The central importance regarding the way distinctions are made between older and younger 
styles of music is that different generations appear to be shaping their distinct identities 
through positioning themselves in opposition to one another. This occurs through the 
devaluing of each other’s musical tastes, which is driven by cultural and ideological 
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differences that are tied to their biological age. It is through the comparison of musical tastes 
that ideological and cultural friction is produced resulting in displays of generational tension 
– and in this way the generation gap is articulated. Such performative actions are constitutive 
of the creation of discourses. 
 
“The times, they are a changin’”  
Popular music still appears to be a site for generational tension and a signifier of the 
generation gap. Certain genres of music continue to be primarily marketed towards and 
consumed by contemporary youth, such as extreme metal and hip-hop. Such genres are 
established sites through which young people oppose the musical tastes of ageing rock fans, 
who in turn devalue the genre on the basis that it is sonically void of musicality and too 
aggressive (Bennett 2013, 34). Adults and older generations still criticise young people’s 
music (Connell 2012). Negative attitudes towards young people and music are not only 
expressed in relation to the music itself, but also the activities of young people in the music 
scene (Connell 2012). As discussed earlier in this chapter, these examples point to the 
position adults tend to take in media-fuelled moral panics which continue to circulate in 
popular discourse. However, Bennett (2012, 103) argues that the generation gap between 
adults and young people is now no longer clear especially in relation to music. He suggests 
there is “an interesting deconstruction of the once clearly delineated generation gap existing 
between parents and children, and the role of music in relation to this” (Bennett 2012, 103). 
This notion of generational blurring around tastes is echoed by Blatterer (2010, 74), who 
argues that generational boundaries have been “smoothed over” which challenges the binary 
of young versus old. As the sustained engagement continues with older generations taking 
part in the predominantly youthful cultural practices, Bennett (2012, 102) argues that it “may 
also engender new forms of generational exchange.”   
 
Young people’s engagement with music 
‘Old-school’ music is not only consumed by adults but by young people themselves. Huq 
(2006, 167) posits that “youth musical cultures are beyond strict territorially bonded units, 
beyond straight individualist analyses, beyond the classifying system of youth equating 
automatically with pop and above all, beyond subculture.” In this post-subcultural context 
discussed earlier, young people can engage with musical tastes and activities that are not 
based on factors such as class or age. Burnett (1996, 26) states that along with adults, 
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younger audiences in 1992 showed interest in the careers and back catalogues of Eric 
Clapton, Neil Young and Rod Stewart following their appearances on MTV’s Unplugged. 
Similarly, while conducting research about young people’s everyday use of popular music, 
Laughey (2006, 122) interviewed a female participant whose musical tastes were influenced 
by watching older acts such as Guns ‘N’ Roses appear on the same music cable channel as 
contemporary bands such as Korn. 
 
This phenomenon of young people accessing older music is reflected in Connell’s (2012, 275) 
focus groups where younger generations showcased examples of their music libraries and 
included their parents’ vinyl records amongst their memory sticks filled with digital music. 
Young people are also embracing older listening technologies despite the advances in digital 
technologies and internet-based streaming music services. Although vinyl represents a small 
share of overall music sales, the number of sales has increased in the US and UK markets over 
the past five years (Mantel 2012). News reports characterise young people’s lust for vinyl as 
stemming from the way they appreciate artwork or are cataloguing the ‘history’ of classic 
music scenes (Burke 2012). Additionally, Hayes (2006, 52) explores how young people 
consume vinyl records to access rare music from the past and that they often do so to oppose 
the trend of an increasingly profit-driven and technologically upgraded music industry. 
Alongside the vinyl revival, young people are showing an interest in older styles of music by 
tracking down artists using the internet. In his research with young people’s everyday use of 
music media, Laughey (2007, 179) found that “young consumers are using online sites, with 
their vast array of freely available tracks, to search out bands from yesteryear.” Some of his 
young interviewees cited their favourite bands as the Rolling Stones, Black Sabbath and The 
Clash. Furthermore, Laughey (2007, 179) points out that these musical preferences are not 
‘contemporary’ acts and asserts that young people “think that they sound better and more 
authentic than today’s bands.” 
 
Scholars have also investigated how young people model their musical tastes in relation to their 
parents. Laughey (2006,133) found that although respondents did typically deny their 
parents’ influences on their musical preferences, he came across instances where “young 
people openly acknowledged the interactive processes by which their elders had influenced 
their tastes and had been influenced by their children’s own tastes as formed by respondents 
in extra-familial contexts.” In particular, a female interviewee recounted how her family 
dinners were often accompanied by her parents playing music by Simon and Garfunkel 
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(Laughey 2006, 133). In another instance, a young male’s taste for 1980s music at the time of 
interviewing was attributed to his father’s record collection (Laughey 2006, 133).  
The social and cultural climates that surround children in the family home is an important 
factor in the development of their musical tastes (Bogt et al. 2011). As Frith (2007, 179) 
states, “we all grow up into musical cultures, collections of songs and tunes and styles that 
become our taken-for-granted musical knowledge.” The experience of growing up in the 
parental domain appears to normalise and shape the musical sensitivities of individuals.  
 
Contemporary adults’ engagement with music 
While young people acquire older musical tastes, older music fans are continuing their 
popular musical fandom well past their years as young people. Media coverage tends to cast 
older generations in the light of being too old to be fans of music (Bennett 2013, 15-17). In 
popular discourse, music fandom is often discussed in relation to young people. However, 
adults still retain a strong connection to popular music. Ageing music audiences are 
developing ways in which they can continue their musical fandom within music scenes. As 
Bennett (2012, 95) argues, ageing music fans still find the means of holding onto their 
cultural practices and interests. This view is shared by Hodkinson (2013, 1073) who states 
that although youth culture is often cast aside as individuals move away from adolescence 
and into adulthood, there appears to be an increasing number of adults who are “continuing to 
take part in their subculture even as they begin to embrace family and parenthood.” For 
example, he witnessed how the weddings of members of goth subculture still embraced the 
aesthetics of their subculture through dress, flowers and other decorations (Hodkinson 2013, 
1082). From a different perspective, adults could be viewed as engaging in the process of 
resisting the typical conception of adulthood by holding onto their youth. Chaney (2004, 41) 
explains that individuals who refuse “to be governed solely by nostalgia and tradition, select 
and re-combine in order to let the panoply of cultural choices available function as resources 
for new forms of creative expression.” This rejection of tradition reflects the way in which 
adults appear to be involved in the process of positioning their lifestyles to be more youthful 
and as such contributing to the changing cultural construction of adulthood itself.  
 
The seemingly adolescent-like behaviours of adults masquerading as youth are often 
characterised as representing a mid-life crisis. Authorities and media tend to frame middle-
aged participation in cultural practices as ‘abnormal’ and not age-appropriate behaviour (Blaikie 
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1999; Bennett 2012). However, the idea that older generations cannot be adventurous has 
already been turned on its head. The ‘Grey nomads’ who explore Australia’s outback, scenery 
and historical landmarks are one of many contemporary examples that signal changes in the 
way age and cultural practices are understood. Grossberg (1992, 191-192) argues “it is not 
surprising that [baby boomers] would seek ways to continue representing themselves as 
young, or seek practices which will enable them to feel young, or seek forms to construct an 
indefinite future for their youthfulness.” Arguably, the continued participation and investment 
in youth culture by ageing music fans is to be expected, because of the cultural shifts they 
experienced during an era of post-war consumerism. As explained earlier, the construction of 
post-war teenagers by media, commercial and educational forces reinforced the idea of their 
uniqueness as well as having the effect of convincing them to prolong their youthful years. 
This offer of a ‘suspended’ youthful state was intensified in the way that teenagers would 
reject adulthood and oppose adults to establish their youth culture, which provided 
emancipation from a pre-determined and seemingly mundane adult lifestyle. As such, this 
new generational identity was heavily ingrained in rock ‘n’ roll and internalised into their 
individual identities – identities that still continue to define their actions in the contemporary 
world (Hodkinson and Bennett 2012; Bennett 2013). 
 
The sustained activity of older music performers contributes to the ageing audiences’ music 
fandom. These audiences redefine the idea of youth in a way that allows them to hold their 
own. The generations who grow old listening to rock music seldom give up their 
youthfulness and instead symbolically retain their youth through the consumption of rock 
(Grossberg 1992, 182-183). Bennett (2012, 102) makes the point that the perception of music 
scenes as youth-driven becomes increasingly blurred as middle-aged involvement in 
cultural practices continues. Such instances coincide with Blaikie (1999) and Blatterer’s 
(2010) arguments that the relationships between biological age and age-appropriate 
behaviour are becoming increasingly loosened and as such increasingly normalised.  
 
The youthful practices of ageing music fans are examples of the changing nature in the way 
age and leisure practices are interrelated (Burnett 2010; Blatterer 2010; Bennett 2012). As 
Blatterer (2010, 71) argues, “tastes for fashion, music, electronic gadgetry and leisure 
pursuits need no longer take their cues from the teenage/adult binary.” This is in part caused 
by reconfigurations in the expectations of the ‘life course’ which leads to “a growing social 
and market demand for new thinking and approaches” (Burnett 2010, 2). In the context of 
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such arguments, popular music is an increasingly important site where the blurring of 
generational lines takes place.  
 
This type of activity points to the way that adulthood might be reconfigured by adults who 
are borrowing from youth culture. Culture is argued to be a resource for individuals’ lifestyle 
choices (Chaney 2004). As such, the idea of youth and youth culture appears to be a 
mechanism that adults utilise to redesign their lifestyle to take on connotations of youth 
(Grossberg 1992, 176). There are historical examples of adults buying into youth culture that 
they never experienced in their youth. In the jazz age of the early 20th century, Doherty 
(2002, 42) states that “adults, in fact, seemed eager to appropriate certain teen tastes”, and 
cites examples from F. Scott Fitzgerald’s work where the jazz age increasingly became less of 
a youth-only scene. Grossberg (1992, 191-192) claims that the motivation behind adults’ 
engagements with youth culture is to create for themselves an “indefinite future for their 
youthfulness.” The consumption of music is seen by Grossberg (1992, 290) as a way for 
people to “invest in their own lives - buying themselves, as it were, investing in themselves as 
capital.” Hodkinson (2013, 1085) argues that the Goth subculture may be becoming a more 
adult-oriented environment through an increase of goth parents who are still active in the 
scene. Such parental involvement in music scenes impacts on the typical understanding of 
music scenes as being dominated by young people. Building on this knowledge, this thesis 
seeks to understand the increase in parental activity in contexts outside of subcultural music 
scenes. Overall, the reconstruction of the lives of adults as youthful might contribute to the 
reimagining of the discourse of adulthood. 
 
What Grossberg (1992, 171) argues is that the “uncertain” definition of youth can be 
embodied in music. The implication here is that the concept of youth is inextricably linked to 
styles of music. Grossberg (1992, 171) argues that rock and youth have a complex 
relationship that involves being able to redefine each other over time. Rock transformed the 
idea of youth “into a resource of affective power, determined by one’s ability to invest in and 
live within the terms of the formation itself” (Grossberg 1992, 171). Rock was seen as a 
cultural product which signified the idea of being youthful and would impart youth onto 
whoever embraces it. As such, these arguments position rock as a sort of ‘fountain of youth’.  
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The gap in research 
In media and cultural studies, scholarly interest in youth and youth culture initially stemmed 
from the field of sociology and particularly subcultural theory which focused on how youth 
construct themselves as a group with their sets of practices, styles and tastes within a parent 
culture (Hebdige 1979; Frith 1984; Bennett 2000). However, within popular music studies, 
the focus is on the ways in which youth is intertwined with the experience of popular music 
(Bennett 2000). More recently, scholars have argued that the focus on ‘youth’ within popular 
music effectively ignore how the experience of it might matter beyond this stage of the 
lifecycle (Bennett 2006; Forman 2013; Hodkinson and Bennett 2012; Bennett 2013). 
Hesmondhalgh (2005, 37) states that popular music “is still discursively centred around the 
young … but we should no longer see the consumption of music as being primarily a youth 
phenomenon.” These areas of concern are based on the postmodern effect on youth and 
subculture.  
 
Scholars such as Andy Bennett tackle this issue by investigating the contemporary discursive 
relationship between adulthood and music. He argues that there is a “shift in attitude towards 
the relationship between ageing, identity, leisure and lifestyle” (Bennett 2012, 96). He 
highlights the way that ageing music fans develop strategies to keep engaged with cultural 
practices around music. For example, ageing music fans in the electronic dance music 
(EDM) scene used the phrase “sustainable fun” to describe the ways in which they would 
balance their adult responsibilities as a professional and family member with their 
dedication to staying active within the scene (Bennett 2012, 98). One adult male explained 
to Bennett (2012, 98) how his sustainable fun involved a lifestyle negotiation between a 
typical day job with outings at dance clubs on Friday nights that would sometimes extend 
to Sunday lunch time. Given the continuing musical fandom by older people, this thesis 
aims to extend on Bennett’s (2012) work by examining how these practices impact on the 
interactions and relationships between young people and adults.  
 
Although Bennett (2012) discusses the involvement of young people in relation to the 
practices of parents in the electronic dance music scene, he does so from a primarily adult or 
parental perspective. Therefore, this thesis will expand on this contribution by including both 
adults and young people in its research. As such, it approaches the investigation of 
contemporary constructions of youth and adulthood through an analysis of blurring 
generational music tastes. Scholars have already provided some inroads in this regard. Music 
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scenes are witnessing an increasing number of children and families participating in such 
contexts (Smith 2012; Hodkinson 2013; Bennett 2012). However, their conclusions are still 
drawn from empirical data with adult participants rather than including young people and 
children. Following on from Bennett’s (2012, 102) argument that the youth-oriented music 
scenes seem to be increasingly accommodating of ageing music fans, this thesis will 
investigate how contemporary cultural constructs of youth and adulthood are impacting on 
the way young people are becoming attracted to older music styles. Although ageing music 
fans are developing ways to stay active within music scenes, there are an increasing number 
of instances where the reverse is apparent.  
 
Young people appear to be increasingly engaged with music that is ageing. Similar to the way 
news media present ageing music fans’ participation in youth-oriented cultural practices as 
strange (Bennett 2012, 102), young people are increasingly being characterised as enjoying 
musical styles and listening formats that existed before their birth. For example, an 11-year-
old boy sang ‘Waiting on a Sunny day’ with Bruce Springsteen on stage during the Brisbane 
leg of his Australian tour (Courier Mail 2013). On the other side of the world, a 14-year-old 
Led Zeppelin fan told a Chicago television reporter that he visited a vinyl store with his 
“hippie” dad and expressed that “there’s definitely a thrill in going to a store and finding an 
album you’ve been looking for, for like two years” (Loo 2013). In another instance, an 
American 16-year-old girl recounted how her vinyl collection and interest in Jimi Hendrix 
was sparked by her grandfather who gave her his record player and vinyl collection 
(Associated Press 2011). Hadusek (2013), a 22-year-old writer for the online publication 
Consequence of Sound states that the songs on Fleetwood Mac’s Rumours album “hit with as 
much poignancy as they did three decades ago…and that’s why after 35 years it endures.”  
 
The phenomenon of young people developing their musical tastes around older music is 
described by Cush (2012), a writer in his early twenties for music technology website 
Evolver.fm, who states that “dropping a needle on a record has magical appeal…we listen out 
of a borrowed nostalgia for an unremembered, pre-internet age.” Amy Schmid (2012) wrote 
for the Australian opinion and news website Mamamia stating that “I am starting to tire of the 
latest barrage of Top 40 music, making my ears bleed. I cannot stand the likes of Johnny 
Ruffo, Justin Bieber, or Rihanna. Give me the Beatles, Creedence Clearwater Revival or 
Queen any day.” One would expect that such a statement would come from someone roughly 
between the years of 50 to 60 given the evident lamentation in writing. However, Schmid 
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(2012) admits, “I may only be 24, but I really don’t like the music aimed toward my 
generation, and younger. I recently watched The Sapphires at the movies, and I have been 
lapping the soundtrack up ever since.” The headline she created asks ‘Am I getting old or 
does today’s music suck?’ and develops this position by stating “I am sick of the auto-tune, 
the rap, the so-called R&B crap that doesn’t hold a candle to Elvis Presley, whose style of 
music just doesn’t exist anymore. I want old music back. When people actually sing.” She 
voices her worry for the musical tastes of Generation Y by stating that “I just hope and pray 
the children of my generation know who the Beatles, Freddie Mercury, and Dire Straits are” 
(Schmid 2012). As such, the idea of young people assimilating older musical tastes warrants 
an investigation as to how such culturally jarring paradoxes might be a product of cultural 
fragmentation and how they contribute to contemporary constructions of youth.  
 
Conclusion 
Academic focus on how popular music matters for ageing music fans follows a postmodern, 
specifically post-subcultural, framework as discussed earlier. In this framework, scholars 
investigate the impact of postmodernity on the discursive relationship between popular music 
and age; however, they do so from the perspective of ageing music fans. That is, they conduct 
research on contemporary constructions of adulthood and how these are enacted through 
music. In comparison, this thesis attempts to balance this perspective by examining how 
contemporary cultural constructions of both youth and adulthood are coalescing in the 
experience of popular music. It aims to investigate how postmodernity impacts on the ways 
in which young people and adults are developing their musical tastes. Rather than just 
focusing on only young people or only adults this thesis will look at how these age groups are 
interacting with each other in popular music. 
 
This study is grounded in the cultural studies tradition with a popular music studies focus. It 
will explore the constructions and deployment of contemporary cultural discourses of youth 
and adulthood through the site of popular music. It investigates the ways in which the 
discourses of youth and adulthood are meeting through popular music. It examines how 
contemporary discourses of youth and adulthood are manifested and played out through 
popular music, specifically in relationships between children and their parents. It will explore 
the ways in which young people and adults are increasingly sharing each other’s musical 
tastes and practices. This thesis aims to examine the ways in which popular music is an 
increasingly important site for the exchange of cultural knowledge and taste between children 
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and their parents. Adults and young people are increasingly involved in cultural practices that 
are often seen as not typical for their age. Using a post-subcultural framework, this thesis will 
investigate the circumstances and variables that contribute to the blurring of contemporary 
constructions of youth and adulthood through popular music. 
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Chapter 3 – Methodology 
 
Research question 
Following the arguments presented in the previous chapters, the objective of this thesis is to 
explore how contemporary constructions of youth and adulthood are manifested and played 
out through popular music. The thesis will investigate exchanges of popular music tastes 
between young people and adults. Specifically, it sheds light on how popular music tastes are 
used within a family to communicate across generational differences. In this context, 
contemporary constructions of youth and adulthood are understood to emphasise cultural 
fragmentation and as such this thesis asks: 
How do constructions of youth and adulthood occur within and impact on 
the shared appreciation of popular music artists by young people and 
adults? 
 
Research objectives 
There are four objectives in this study. The first is to expand on understandings of post-
subcultural theory that have recently focused on ‘post-youth’ adults’ experience of popular 
music through an intergenerational approach. The study aims to explore the ways in which 
popular music is an increasingly important site for the exchange of cultural knowledge and 
tastes between young people and adults. It also seeks to understand how contemporary 
cultural constructions of youth and adulthood impact on the relationships between young 
people and adults. Finally, the thesis aims to develop insight into the complex 
interconnections between age, generation and cultural taste. 
 
Approach 
This project is a qualitative study about the ways contemporary constructions of youth and 
adulthood are becoming increasingly blurred and complex as per the logic of cultural 
fragmentation. In the context of popular music, these constructions will be examined through 
discourse analysis, focusing on discourses of youth, age and generation. As such, it will 
identify the similarities and differences in musical taste, practices and ideologies between 
young people and adults, focusing on how similar tastes have developed. This investigation is 
situated within cultural studies but will be specifically examined through popular music. 
Bennett (1997, 50) states that cultural studies is an interdisciplinary field drawing the most 
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appropriate specialist skills and knowledge from various disciplines to make sense of certain 
cultural phenomena. As such, this study will be supported and complemented by strands of 
sociology and media studies.  
 
The study consists of two data sets. The first data set was generated through a textual analysis 
of digital articles, which serves to determine the broad contours of the contemporary 
relationship between age and popular music taste. This data set also informed the questions 
used in the family interview process. The second data set was produced through family 
interviews and provides a deeper insight into the practices and understandings of the 
phenomenon as constructed by the participants. Both data sets were analysed using discourse 
analysis, as the research is concerned with how the contemporary relationship between age 
and popular music taste is constructed in the media and by families who see themselves as 
partaking in the phenomenon. With regards to the family interviews, two case studies were 
used to investigate the shared generational appreciation of popular music artists: one on the 
female pop artist, Taylor Swift, and the other on British rock band, Queen. The rationale for 
these artists will be discussed at length later in the chapter. 
 
Discourse analysis 
This thesis pays attention to the way musical experiences and tastes of both young people and 
adults are related to contemporary constructions of youth and adulthood. The investigation of 
cross-generational appreciations of Taylor Swift and Queen is measured through discourse. 
Given that this thesis places emphasis on different family members’ experiences of popular 
music, a constructivist paradigm is the most logical approach because it deals with socio-
cultural contexts, lived experiences and socially constructed realities (Lincoln et al. 2011). 
The study’s emphasis on the different experiences of family members with varying ages 
lends itself to the constructivist paradigm because it subscribes to the understanding that there 
are multiple realities and interpretations usually tied to one’s cultural background (Denzin 
and Lincoln 2005, 24; Costantino 2008). This aligns with case studies, which Stake (2005, 
454) argues, are "interested in diversity of perception, even the multiple realities within 
which people live." The constructivist paradigm views people as active learners who 
constantly assimilate or discard information, using it to inform their understandings, practices 
and future experiences (Maréchal 2010; Campos 2009). As such, this study produces an in-
depth interrogation of the way family members of different ages construct their understanding 
of youth and adulthood in relation to popular music.  
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The nature of constructing knowledge about the world one lives in is grounded in the notion 
of discourse, which is argued to be both a reflection of social reality as well as that which 
works to shape it (Jorgensen and Phillips 2002; Phillips and Hardy 2002; Antaki 2008). 
Foucault (2002, 131) sees discourse or “discursive formations” as a group of statements used 
as a way of speaking about and understanding reality. More specifically, he argues that 
“words and discourse” serve to structure people’s understandings of representations (Foucault 
2005, 331). It is language, he posits, that allows people to make meaning and structures the 
world (Foucault 2005, 108). Fairclough (2004, 124) follows in this tradition, stating that 
discourses are used as “ways of representing aspects of the world” including materials, 
thoughts, feelings, beliefs and social relations. Similarly, Phillips and Hardy (2002, 2) state 
that “without discourse, there is no social reality, and without understanding discourse, we 
cannot understand our reality, our experiences, or ourselves.” In this context, the social world 
is given meaning by making references to discourses. They help to construct the world and 
the way it is understood. In comparison to Foucault’s (2002) set of statements, Phillips and 
Hardy (2002, 3) frame discourse as “an interrelated set of texts, and the practices of their 
production, dissemination, and reception” which are utilised in the process whereby “social 
reality is produced and made real.” Similarly, Fairclough (2013, 110) sees discourse as 
comprised of three elements: social practice, the making, sharing and consumption of texts, 
and the texts themselves. Antaki (2008, 431) views discourse as “an organisation of talk or 
text” that impacts on the social world, while Jorgensen and Phillips (2002, 5) more 
specifically argue that it governs our “knowledge, identities and social relations.”  
 
Discourse does not just merely construct and dictate understandings of the world; individuals 
also recalibrate it through the text and talk they produce. According to Fairclough (2013, 20), 
discourse is more than just an “object,” rather it is a “complex set of relations” regarding 
communication between people who are involved in text-making practices – it is a social 
activity. Discourse is not created in isolation but is driven by human action (Fairclough 2013, 
22). By drawing on different discourses, individuals are involved in producing new 
discourses and “function as agents of discursive and cultural change” (Jorgensen and Phillips 
2002, 17). As such, Jorgensen and Phillips (2002, 6) argue that “no discourse is a closed 
entity: it is, rather, constantly being transformed through contact with other discourses.” The 
framework of discourse is pertinent to this study because it assumes that family members’ 
understandings of youth and adulthood are informed by discourses that are circulating in 
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popular media and everyday speech. Moreover, Fairclough (2004, 124) argues that discourses 
“constitute part of the resources which people deploy in relating to one another.” This thesis 
is concerned with mapping the discourse relating to how contemporary constructions of youth 
and adulthood are embodied in the shared appreciation of popular music artists by young 
people and adults. This study also assumes that discourses are not static. Rather, it takes on 
the view that discourses themselves are transformed through the practices of both individuals 
and institutions within the music industry. As Foucault (2002, 131) argues, discourses are not 
“timeless,” but rather they are susceptible to change over time. 
 
While discourse analysis is advocated as a methodology, in this instance it is used as an 
analytical method (Phillips and Hardy 2002; Jorgensen and Phillips 2002). Regarding its 
theoretical assumptions, discourse analysis is firmly and explicitly positioned as being guided 
by a constructivist epistemology (Phillips and Hardy 2002). As such, it analyses social 
phenomena by examining the links between discourses and social reality (Phillips and Hardy 
2002, 5). According to Fairclough (2013, 110), discourse analysts examine the interrelations 
of social practice, the creation, distribution and consumption of texts as well as the texts 
themselves. They are concerned with how people’s practices are constructed by discourse and 
how they in turn impact on the construction of discourse (Potter 2004; Phillips and Hardy 
2002). In this way, this study seeks to understand how contemporary discourses of youth and 
adulthood might impact on young people’s and adults’ musical tastes as well as how their 
practices contribute to these discourses. Antaki (2008, 433) states that discourse analysis can 
explicate the themes and representations produced and reproduced within individuals’ talk 
and text. As such, these representations can map the factors that help to construct how 
authors make sense of the world (Antaki 2008, 433). 
 
Events, settings and individuals’ identities are viewed as being constructed by discourse, and 
therefore the analysis of discourse provides a useful approach to understanding interactions 
and social life (Potter 2004, 609). In this way, discourse analysis becomes an important tool 
for learning how the discourses of contemporary youth and adulthood are played out in the 
shared generational appreciation of popular music. The study pays attention to the processes 
through which, discourse is constructed by interviewed family members and in turn 
constructs their reality. While other qualitative methods analyse a constructed reality, 
discourse analysis examines how social realities come into existence (Phillips and Hardy 
2002, 6). Another advantage of discourse analysis is that it deals with the interrogation of 
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how discourses are developed into ‘facts’ (Potter 2004, 611). This idea is essential to the 
study as this document has established that youth culture and popular music were articulated 
to young people and became cemented as part of the discourse that continues to characterise 
them. This thesis, however, explores how discourses of contemporary youth and adulthood 
are becoming increasingly blurred and played out in shared generational appreciations of 
popular music artists. To achieve this, data was generated through a textual analysis on digital 
news media articles, and by conducting family interviews. The textual analysis served as an 
initial starting point, from which to detect broad discourses about the contemporary 
relationship between the concept of age and popular music taste. The data from both sets was 
analysed using discourse analysis to construct a deeper understanding of a shared 
appreciation of popular music artists between different generations within a family.  
 
Textual analysis 
Textual analysis is the first step of data collection and analysis in each of the case studies. 
Potter (2004, 613) argues that textual analysis is particularly useful for discourse analysts 
since texts are “naturally occurring features of everyday and institutional life” that are rich 
with data. The texts only provide ‘clues’ to the discourses being examined in the study since 
“discourses are not neatly packaged in a particular text” or a “particular cluster of texts” 
(Phillips and Hardy 2002, 74). While texts contain evidence and ‘clues’ of discourse they also 
enact discourse (Phillips and Hardy 2002, 4). In other words, texts work to create and 
circulate the discourses that construct reality. Textual analysis examines how a text works to 
produce meaning. As part of discourse analysis, attention is paid to the relationships between 
the text, discourse, context and reality (Phillips and Hardy 2002, 6). By locating texts within 
wider social and historical contexts, researchers can examine how “they are brought into play 
in particular discursive events” (Phillips and Hardy 2002, 5). The use of textual analysis in 
this study helped to generate an initial understanding about shared generational appreciations 
of popular music artists, and how this is framed through media coverage. It also provides an 
examination of how the audiences might interpret these texts and inform their understandings 
of popular music. This initial data was used to shape the areas of interest to allow for probing 
during the family interviews. 
 
Each case study draws on a range of texts that are highly relevant to the phenomenon. Since 
case studies are highly focused on specific cases of phenomena, they require analyses of 
multiple data sources that will provide the best insight. This study analyses mediated texts, 
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such as online news and digital magazine articles, to better understand the phenomenon of 
shared generational appeal of popular music artists because these texts are products of and 
contribute to the discourses under investigation. Phillips and Hardy (2002, 5) advocate that a 
body of texts should be examined as it is “the interrelations between texts, changes in texts, 
new textual forms, and new systems of distributing texts that constitute a discourse over 
time.” A wide-ranging approach to data selection might be logistically cumbersome, which is 
why Phillips and Hardy (2002, 10) state that “we can never study all the aspects of discourse, 
and we inevitably have to select a subset of texts for the purpose of manageability.” This is a 
challenge in performing discourse analysis because the researcher must choose a manageable 
number of appropriate texts that are still useful for interrogating how a phenomenon is 
constructed (Phillips and Hardy 2002, 72). For these reasons, texts were purposively chosen 
on the basis that they directly comment on, relate to or contribute to discourses revolving 
around the shared generational appeal of popular music artists. Using texts provides a more 
comprehensive insight about discourses of contemporary youth and adulthood that are 
manifested in the appreciation of popular music artists as well as how these texts contribute 
to the construction of the discourses themselves.  
 
The textual analysis produces insights into the different ways popular music might be 
understood in relation to youth, age and generation. Analyses in qualitative studies require 
consistent and systematic approaches that will produce comprehensive data, often involving 
the fragmenting and coding of texts into manageable pieces of information (Hansen et al. 
1998, 91). This approach is used to understand how the texts and discourses that they 
circulate might impact on family members’ understanding of shared generational 
appreciations of popular music. The sourcing and analysis of texts were ongoing until the 
‘saturation point’ was reached, whereby no new information was generated (Strauss and 
Corbin 1990). The aim of performing a textual analysis in the earlier stages of the project 
generated knowledge and awareness of how family members might reproduce or draw on 
discourses of popular music, age and family highlighted by the texts. The output of the 
textual analysis assisted in what grounded theorists call a researcher’s ‘theoretical 
sensitivity’, wherein the researcher becomes “more attuned to [emerging patterns] and their 
significance” (Birks and Mills 2011, 69). As such, this awareness allowed me to construct the 
questions and structure of family interviews conducted as part of the study. 
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Family interviews 
Audience research allows for an exploration into the way people experience media content 
and its implications (Nightingale 2011, 1). Media texts are experienced by different people in 
different ways (Bird 2003, 115). One approach to understanding these cultural forms is to 
explore the way audiences construct their reality through mediated imagery and 
representations (Bird 2003, 116). This thesis seeks to examine family members’ shared 
generational appreciations of popular music artists. Investigating the way audiences interpret 
meaning and how they make sense of their reality warrants qualitative methods such as focus 
groups and interviews (Hansen et al. 1998, 257). Spoken interactions will generate 
participants’ interpretations of the discourses and contexts, which mediated texts allude to 
(Phillips and Hardy 2002, 24). As Stake (2005, 454-455) states, “when researchers are not 
there to experience the activity for themselves, they have to ask those who did experience it.” 
Interviews are used by discourse analysts to establish the settings for “participants to draw on 
discursive resources” (Potter 2004, 613). In this sense, the data generated in the family 
interviews became texts waiting to be analysed. 
 
Family interviews were employed to build on or challenge the discursive themes developed 
through the textual analysis. This method of data collection allowed for diverse perspectives 
from a range of family members about music in relation to youth, age and generation. 
Dynamics within the family helped to harness the collective stockpiles of everyday 
experience that would otherwise seem normal to participants but are of specific interest 
regarding the research (Kamberelis and Dimitriadis 2005, 903). A rich understanding of the 
research area can be developed by analysing the different realities told through interviews 
(Denzin and Lincoln 2005, 6). Additionally, the social interaction that occurred through the 
family interviews allowed for data that would be otherwise difficult to obtain through 
individual interviews (Kamberelis and Dimitriadis 2005, 900).  
 
There were four stages for the family interviews: 
A. Develop questions, obtain ethics approval;  
B. Recruit for the pilot, conduct, refine questions;  
C. Recruit, schedule, conduct;  
D. Transcribe, organise, analyse. 
 
The development of preliminary questions for the family interviews was written as the textual 
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analysis progressed and discourses of interest emerged. Questions were of an open-ended 
nature, as this type of semi-structured approach is more suitable for exploratory research 
(Morgan 1997, 40-43). Moreover, this approach allowed for the emergence of ideas due to a 
more ‘organic’ situation and minimised the possibility of using leading questions (Brennen 
2013, 127-128). Part of conducting semi-structured interviews lies in the ability of the 
researcher to stay alert and aware of any emerging themes that hold significance to the study 
and pursue them (Birks and Mills 2011, 75). As such, this openness and flexibility afforded 
by the method allow for the emergence of issues and themes that are unexpected by the 
researcher. This form of using flexible questioning let family members exercise control over 
the direction of the conversation (Birks and Mills 2011, 57). 
 
Each case study was to have interviews with at least three families who have a shared cross-
generational appreciation of the popular music artists under investigation. However, I 
interviewed ten families about Taylor Swift and ten about Queen. Since studies are prone to 
issues in recruitment, logistics and scheduling, it was sensible to approach the number of 
family interviews and participants with flexibility (Morgan 1997, 44). While recruiting was 
an issue at one point, I managed to garner expressions of interest from between 20 and 30 
families. However, due to scheduling issues with the ‘interested’ families, a number had 
cancelled their meetings or declined to respond after I explained what was involved. Family 
interviews were conducted until theoretical saturation was achieved and no new information 
was gathered (Strauss and Corbin 1990). I reached saturation point rapidly at approximately 
ten overall interviews (five from each case study). However, I decided to continue for good 
measure with a total of 20 interviews; ten for each case study (Queen and Taylor Swift).  
 
Hansen et al. (1998, 268-270) advise that the number of participants in any given group 
interview should fall between four and ten. Smaller groups often risk being unrepresentative 
and are harder to keep discussion energetic, compared to larger groups that are difficult to 
moderate and keep on topic (Hansen et al. 1998; Morgan 1997). When moderators find it 
difficult to direct the conversation, it may not be possible to follow important leads that might 
be significant to the study (Birks and Mills 2011, 77). Both smaller and larger groups are 
susceptible to group dynamics. The moderator may intimidate small groups while participants 
in larger groups could feel less confident about speaking freely in front of a greater number of 
people (Hansen et al. 1998; Morgan 1997).  
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The smallest families I interviewed consisted of one parent and one child. The largest groups 
I interviewed consisted of two adults and four children. For the most part, each interview 
regardless of size had an active discussion around the required focus areas. There was only 
one instance wherein a family of two, a mother ended up talking on behalf of her shy 8-year-
old son. The purpose of having one family per focus group is that it should create more 
comfortable and familiar social conditions conducive to discussion (Morgan 1997). Having a 
focus group comprised of people known to each other should encourage deeper discussion 
(Morgan 1997, 35-38). Lunt and Livingstone (1996, 96) argue that the advantage of speaking 
to groups of people is the ability the method has in producing an open dialogue and debate 
about an issue from participants’ perspectives. Such a discussion-friendly environment is 
useful in the study of musical experiences where anecdotes are often traded and debated as a 
common practice amongst music fans. As Frith (2007, 332) states, “even as the musical 
experience has been individualised, it has remained necessarily and undeniably sociable.”  
 
The interviews ran for approximately 90 minutes each, which provided enough time to 
generate useful data (Stewart, Shamdasani and Rook 2007, 37). I planned to engage the 
participants with stimulus such as having them listen to music or react to news articles of 
intergenerational music sharing. However, no stimulus was required as the participants with 
whom I spoke to were excited enough to share their stories with me.  
 
The purpose of this study is to examine how contemporary constructions of youth and 
adulthood are reflected in the popular music tastes of family members. Accordingly, it was 
essential to recruit families that possessed some level of shared appreciation for Taylor Swift 
or Queen. Families represent primary targets for the study since they are likely to involve 
instances where social ties are stronger across people of different ages (parents and children) 
rather than individuals who are unknown to each other. The choice for using families is 
pertinent to this study; as outlined in the literature review, the family home is an important 
factor in the development of cultural taste. Participants were recruited through snowballing 
techniques through Facebook and Twitter to increase the likelihood of gaining access to 
families or peers of different age groups who are known to each other. The call for 
participants was initially distributed through my social ties across Facebook and Twitter. In 
addition, I appeared on local radio stations such as ABC’s 612 Drive with Rebecca 
Livingstone, ABC’s 91.7 Gold Coast and 4BC Radio with Mark Braybrook. My call for 
participants was also picked up by The Brisbane Times in an article written by Natalie 
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Bochenski titled “Generations of Queen and Taylor Swift fans wanted for study.” 
 
Furthermore, it is ideal for the participants to be drawn from a range of undefined age groups, 
such as ‘young people’ and ‘adults’. This is because the study examines how audiences 
construct their sense of age, rather than their actual age, through the consumption of popular 
music. The thesis draws attention to and analyses how participants define how ‘old’ or 
‘young’ they feel. Paying attention to the way family members discuss their age in relation to 
their music consumption habits provided insight about the complex blurring of contemporary 
constructions of youth and adulthood. The diversification of age groups ensured a range of 
perspectives for the study. The age of participants across the entire study ranges between 6 
and 62. Moreover, the way adult participants also spoke of their own time as youth and the 
relationship with their parents through popular music will be highlighted in the following 
analysis chapters. These retrospective, yet one-sided, anecdotes assist in the expansion of the 
diversity of perspectives. 
 
The time and place for the interviews were selected by families to make it easier for them to 
organise and participate in an environment of their choosing. Interviews with families living 
outside Australia were conducted via Skype. By allowing the families to define their terms of 
engagement with the study, a sense of agency and power is transferred away from the 
researcher to them. To create a more balanced sharing of power between the researcher and 
participants, Birks and Mills (2011, 57) advise that participants should be able to determine 
the time and location of the interview. As such, most group interviews took place in families’ 
homes. When the focus group environment is relaxed, it has the most potential to be 
conducive to data generation (Hansen et al. 1998, 271-272). Additionally, the semi-structured 
nature of the family interview was designed to move parents and children through issues 
defined by the researcher at a reasonable pace to avoid conversation fatigue (Hornig-Priest 
2010, 108). More specifically, the family interviews were initiated by asking general, easy to 
answer questions, followed by increasingly harder questions relating to specific issues around 
popular music fandom. 
 
The initial set of family interview questions were tested to gauge the response of participants 
and to identify problems with the sequence that the questions are asked in. The outcome of 
this preliminary focus group resulted in a minor rewording or simplification of questions and 
the order that they were asked. Following an approach advocated by grounded theorists, 
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researchers should identify and pursue clues that arise during analysis of the data (Birks and 
Mills 2011, 69). As such, a quick analysis of the transcript from the initial family interviews 
allowed me to check if any issues that emerged were substantially different to what was 
expected but none-the-less important to the overall study. The original plan for adjusting the 
questions was to add new questions to the pool that were prompted by surprising data that 
emerged from previous interviews. However, there was no need to do so as the core set of 
questions that drove the discussion, with some probing, appeared to suffice in generating rich 
data. 
 
A researcher’s role and skill in conducting a focus group affects the successful generation of 
data (Bloor et al. 2002). Birks and Mills (2011, 73) argue that researchers are directly 
involved in the production of materials for analysis through an engagement with the 
participants. Corbin and Strauss (2008) agree with this view and posit that meaning is co-
constructed through the interplay between researchers and participants. Seeing as the 
generated data is a combined output in part affected by a researcher’s performance, it is 
sensible to take precautions that would prevent the ‘corruption’ of such data on behalf of the 
investigator. Common mistakes made by researchers could be countered by simply being 
aware of them (Stewart, Shamdasani and Rook 2007). According to Stewart, Shamdasani and 
Rook (2007), these issues include: controlling the group discussion, asking leading questions, 
and not encouraging inclusiveness or creating a comfortable environment for participants. 
Therefore, researchers are advised to be background figures and guide the discussion rather 
than force it by leading it from the front (Bloor et al. 2002, 49). Having conducted focus 
groups for research before this study, I was highly aware of these issues and paid close 
attention to avoid them in the family interviews. 
 
After the conclusion of the family interviews, the audio recording was transcribed verbatim. 
The data recorded during these sessions provided the basis for the qualitative analysis.  
Glaser and Strauss (1967) argue that coding is used to ‘fracture’ or break down the data in a 
way that allows researchers to analyse the fragments to set the stage for pattern identification. 
The codes were used, as Birks and Mills (2011, 93) state, to “identify conceptual 
reoccurrences and similarities in the patterns of participants’ experiences.” As the coding 
process produced an abundance of data, the use of Nvivo software made the analytic process 
easier by storing the data in a systematic way. The patterns identified during this stage were 
organised into themes. To assist in the conceptual analysis of the data and the eventual 
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presentation of findings, researchers in the grounded theory tradition advocate for the use of 
writing memos. This process allows a researcher to record their ongoing thoughts during the 
analysis of the data and articulate their ideas as well as maintain the momentum of the study 
(Birks and Mills 2011, 41). Rather than writing memos, I began articulating the themes in 
writing the analysis chapters of this thesis. As the analysis progressed, I switched back and 
forth between the data and the writing to assist in the articulation of significant and emerging 
discourses. 
 
Case study 
Recent scholarly research into post-subcultural and ageing music fans employs case studies. 
Bennett (2012) investigates how adults negotiate ageing with their lifestyles through the 
electronic dance music scene, as well as through punk (Bennett 2013). Smith (2012) 
performed a case study with interviews and participant observation on the UK Northern Soul 
scene. Schilt and Giffort’s (2012) case study on rock camps for young girls in the US used in-
depth interviews and participant observation. Hodkinson’s (2013) case study used participant 
observation and interviews to analyse parenting in the UK Goth scene. As such, this study 
follows in the qualitative tradition of those studies, by focusing on specific areas where the 
phenomenon under investigation is taking place. 
 
Performing case studies allows researchers to analyse phenomena through sites where 
knowledge can be generated from (Stake 2005, 443). Case studies are not the best method for 
determining how common a phenomenon is, however, they are used to provide insight into 
the complexities existing within real-world phenomena (Yin 2009, 56). They are often useful 
for answering ‘how’ or ‘why’ questions about contemporary phenomena when “relevant 
behaviours cannot be manipulated” (Yin 2009, 11). In this thesis, the shared generational 
appreciation of popular music artists is being analysed. Rather than studying a phenomenon 
in an arbitrary fashion, case studies provide researchers with the ability to examine a specific 
phenomenon through a focused approach to investigation (Yin 2009, 9). Such a design allows 
for an in-depth and nuanced scrutiny of the area of interest. 
 
Researchers must carefully select their cases as it is these choices that shape the quality and 
uphold the rigour of the study. Shared generational appreciation of popular music artists 
could be examined through artists who appeal to mixed generational audiences such as Pink, 
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The Rolling Stones and ACDC. However, this study will investigate the issue through Taylor 
Swift and Queen. As Stake (2005, 450-451) argues, “the phenomenon of interest observable 
in the case represents the phenomenon writ large.” However, he warns that the generalisation 
of a case study to a phenomenon risks what makes the case itself unique and valuable (Stake 
2005, 448). Although knowledge generated from a case study cannot be generalised, it does 
not mean the knowledge is not useful or cannot contribute to an existing body of knowledge 
(Flyvbjerg 2011, 305). As such, the findings generated from these two cases may not be able 
to be generalised to other artists, but can still provide a starting point with which to 
investigate them. Flyvbjerg (2011, 306) argues that the underlying causes behind an issue 
sometimes cannot be examined fully by selecting samples based on achieving 
representativeness. In this context, researchers are advised that “it is more appropriate to 
select some few cases chosen for their validity” in that “atypical or extreme cases often reveal 
more information because they activate more actors and more basic mechanisms in the 
situation studied” compared to typical cases (Flyvbjerg 2011, 306). For example, rather than 
exploring a shared generational appreciation of music artists through broadly defined ‘mixed-
generation audiences’, this study aims to focus primarily on examples of shared generational 
fandom that may be exhibited by families.  
 
Due to the highly specific nature of case studies, they are often criticised for not being useful 
regarding generalising findings, but Yin (2009, 43) suggests this can be countered by 
increasing the number of cases to replicate the findings. As Stake (2005, 458-459) argues, 
understanding “how a phenomenon occurs in the circumstances of several exemplars can 
provide valued and trustworthy knowledge.” However, researchers are warned against 
creating a study that is too large for them to complete individually and are advised 
to determine what and what not to study as well as focusing on a few key issues (Stake 2005; 
Yin 2009). Yin (2009, 61) argues for the benefits of multiple cases stating that “analytic 
conclusions independently arising from two cases...will be more powerful than those coming 
from a single case.” Studies consisting of at least two cases are often best for investigating 
how and why questions regarding the phenomenon (Yin 2009, 59). It is for these reasons that 
only two cases are included in the study. The two cases are not just insulated and independent 
analyses of the phenomenon under investigation. They each provide common, yet contrasting 
results that help to develop a nuanced understanding of the shared generational appreciation 
of popular music artists. As Stake (2005, 458-259) suggests, “we simultaneously carry on 
more than one case, but each case study is a concentrated inquiry into a single case.” Another 
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caveat of multiple cases studies is that researchers need to be wary when comparing the 
findings between cases as sometimes the uniqueness of each instance is glossed over in 
favour of general variables that enable comparison (Stake 2005, 458-459). However, this 
thesis compares the two cases to find the common discourses that emerge within each. 
 
Case selection 
The selected cases of Taylor Swift and Queen can provide potentially rich sites about shared 
generational appreciations of popular music artists. Stake (2005, 451) posits that cases should 
be selected based on providing “an opportunity to learn” as well as those from which “we feel 
can learn the most.” These two cases have been selected for purposive reasons because they 
can provide ways to focus the investigation of shared generational appreciation of popular 
music artists. As Stake (2005, 443) argues, a “case study is defined by interest in an 
individual case, not by the methods of inquiry used.” In this instance, instead of selecting 
several classic or newer artists who have mixed-generation audiences, this study has been 
specific in selecting Queen and Taylor Swift. My familiarity with (though, not extreme 
fandom of) both artists allowed me to stay engaged but minimise researcher bias throughout 
the analysis. 
 
There was no shortage of access to Australian Taylor Swift fans. For instance, her popularity 
with Australian audiences is highlighted by the frequency of media coverage on the artist, 
especially in the lead up to her 2015 tour to Australia in support of her 1989 album. The 
original plan was to use Pink as the case study due to her popularity in Australia between 
2009 to 2012 (Street 2014; Vincent 2014), and because Australian media highlighted that her 
audiences were multi-generational, between the ages of 2 and 72 years old (Adams 2013). 
However, Taylor Swift seemed more appropriate due to frequent (international and 
Australian) media coverage in more recent years and she had seemingly usurped Pink’s 
popularity in Australia. 
 
Investigating families’ fandom of Taylor Swift allows for an accessible way to learn about 
contemporary popular music fans’ cultural identities and practices. Focusing on how parents 
and children embrace fandom of Swift demonstrates how family members construct and 
deploy discourses around music to communicate their identities. It investigates the tensions 
between cultural categories of young people and adults as well as the familial interplay in 
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parent-child relations. An analysis of the Swift case shed light on children’s decision to 
include parents in their fandom, which contradicts the common-sense idea that popular music 
tastes are used to keep parents at a distance. Conversely, the analysis of Swift helps to explain 
adults’ motivations for keeping a close cultural proximity to their children and even 
facilitating their offspring’s fandom. Taylor Swift acts as a counter-balance to the rock 
discourse and associated practices that emerge from the Queen case study discussed below. 
For example, the practices of young people and parents can be framed through the 
dichotomies of rock versus pop, father-oriented tastes versus mother-oriented tastes, classic 
artists versus rising stars and a band versus a single artist. 
 
The advantage of utilising Taylor Swift as a case study is that her fans, like those of Queen’s, 
range from children to parents. In this context, media have been drawn to reporting on 
exchanges between children and their parents involving the fandom of Taylor Swift (Stokes 
2013; Grounsell 2015; Spuhler 2015). Since starting in country music at age 14, Swift has 
grown her fan base in mainstream music, migrating from country to pop, while maintaining a 
degree of ‘authenticity’ and ‘purity’ in the form of a ‘good girl’ persona. What is significant 
about Taylor Swift is that her identity and the collective discourses helping to shape it equate 
to several interesting dimensions useful for comparing case studies. Queen can arguably only 
be read in a canonical and historical fashion. Taylor Swift, on the other hand, can be 
interpreted as a polysemic text. She has moved from country to pop; teen to adult; American 
musician to global celebrity.  
 
Taylor Swift’s rise to pop stardom is framed as a calculated move to extend her core audience 
of country fans. This growth coincides with her reframing or rearticulating her female 
country identity to appeal to young women and the wider casual listeners of pop music. As 
Keith Caulfield (2015) stated in his Billboard article, “it seems the pop music thing is 
working out just fine for the diva, eh? 1989 is her first all-pop album after four country sets.” 
Yuan (2015) states, “she's also taken risks with her sounds, stepping back from the world of 
country to embrace the throwback purity of eighties pop - with amazing success.” This career 
shift can be read as a strategic means of expanding her influence beyond the restrictive 
Americana that is country music. Eliza Thompson (2014) believes Swift “has the potential to 
become legendary, but she can’t do that without the support of adult women and men who 
can relate to her music.” In other words, an expansion of her audience’s age range is a 
strategic business manoeuvre. Media coverage also points to her identity as a source of her 
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ability to affect different generations. As Grounsell (2015) argues, “Women, men and 
children love Swift because she’s the girl next door.” Daily newspaper, amNewYork 
published an article dissecting how Taylor Swift had managed to sell one million albums in 
the era of digital downloads and streaming because of her “cross-generational appeal” 
(Spuhler 2015). Furthermore, Spuhler (2015) states, “The pop of Taylor Swift is music that 
parents don’t mind listening to with their kids.” 
 
The pop star’s authentic identity is constructed in the media and public discourse as being a 
‘young everyday girl’ who can be seen partaking in activities that would be a part of every 
young girl’s childhood and adolescence. In an interview with Jada Yuan (2015) for Vogue, 
Karlie Kloss – a model and Taylor Swift’s friend, stated that “[Taylor and I are] both normal 
people.” The interview details how Taylor’s celebrity friends, including, Kendall Jenner and 
Cara Delevingne, often lay on bed’s taking group selfie’s and have dance parties in her 
kitchen (Yuan 2015). Stories in the media have helped to construct Taylor Swift as a ‘good’ 
person. Media stories tend to compile lists of Swift’s many acts of kindness. An article 
published in The Telegraph titled “Ten Ridiculously Cool Things Taylor Swift has done for 
Her Fans” reinforces how the celebrity is often “finding ways to give back to her biggest fans 
– hitting the headlines for her acts of kindness,” ranging from having them star in music 
videos, attending their bridal showers and hosting listening parties with them (Cherrington 
2015). As an artist, she is acknowledged by fans and the media as an authentic songwriter 
who is apparently resistant to ‘sex sells’ career strategies. Jack Antonoff, the guitarist of indie 
rock band Fun, is glad that “people are finally starting to discuss her artistry [because of her 
1989 album] – how she’s on the level of some of the great all-time songwriters” (Yuan 2015). 
Most importantly, she is framed as a positive icon adored by both young fans and their 
parents.  
 
Her identity did not go the way of Mickey Mouse Club graduates, Christina Aguilera and 
Britney Spears who reformed their image using explicitly sexed-up aesthetics. Even though 
she has become an adult, she states, “My point is not to be sexy, my point is not to turn 
masses of people on” (Sutherland 2015). Additionally, actress Lena Dunham has argued 
“[Swift is] creating music that connects to other women instead of creating a sexual persona 
for the male gaze” (Eells 2014). This level of ‘purity’ is one of the reasons Swift is framed as 
a popular, likeable person. Writing for Sunshine Coast Daily, Lauren Grounsell (2015) 
argues, “You don’t even have to like her music. But you have to respect Swift who, in a 
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business where sex sells, has managed to keep her clothes on and her image squeaky-clean.”  
Swift’s resolve in sticking to her carefully cultivated ‘good’ girl image serves to position her 
as a strong role model in the eyes of parents. 
 
Taylor Swift is an important figure in contemporary popular culture because of the cultural 
impact she has on the relationship between the discourses of music fandom and age. 
Analysing her identity that is constructed in the media and understanding how her audiences 
are represented provides an indication of how the pop star appeals not only to children but to 
their parents as well. It also establishes a starting point from where the contemporary cultural 
practices and identities of children and parents can be assessed. The narrative of Swift and 
her multigenerational audiences played out in the media leads to the assumption that young 
people and parents are fans because of her clean, kind and relatable image. However, these 
assumptions need to be tested against empirical data generated from conversations with 
actual fans. Evidence presented in the following chapters of shared intergenerational fandom 
of Taylor Swift provides nuanced and detailed insight into the complexity and tensions 
between parental responsibilities and the development of children’s cultural knowledge and 
identity. 
 
There are also opportunities to learn about shared generational fandom using Queen as a 
second case study. Even after 44 years, songs such as “We are the Champions” and “We will 
rock you” continue to be played on the Australian radio rock network, Triple M, and are 
chanted at Australian sporting events. The scope and scale of the band’s success seems to 
have permeated the fabric of popular culture and generational music tastes. The British rock 
band has become a cultural commodity that can be deployed by young people and adults. 
Tracing the ways in which Queen has become a cultural currency within familial exchanges 
allows insight into shared generational appreciation of music. Four British men who formed a 
rock band in 1970 have become icons in popular music, and continue to entertain multi-
generational audiences in the contemporary environment. Their image and musical style have 
been memorialised, but they are not yet only just a memory. Even without the presence of 
Freddie Mercury (singer) and John Deacon (bassist), Brian May (guitarist) and Roger Taylor 
(drummer) stoically continue to perform their extravagant stage shows with the help of 
touring bassist, Neil Fairclough and the 2009 American Idol runner-up, Adam Lambert. 
Queen still manages to fill stadiums with ageing fans and even younger ones. Their four 
decades of success can be attributed to the discourse of their ‘greatness’ co-created by both 
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industry and audience. How family members interviewed for this research discuss this 
‘greatness’ is highly relevant to understanding how shared generational appreciation of artists 
operates. 
 
The ways in which Queen appeals to multiple generations is central to the band’s coverage in 
the media. Writing for Stuff, 30-something Reuben Scott (2014) reflects on how the audience 
members who gave Queen standing ovations at a 2014 concert in New Zealand “ranged from 
teenagers to elderly women and from dirty old rockers to business executive types.” Natalie 
Bochenski (2014) comments on Queen’s diverse audiences arguing, “It’s rare to find a band 
that everyone likes, with such a musically strong and well-known repertoire.” The Houston 
Chronicle’s Joey Guerra (2014) argues that Queen’s “hits still ring true with new generations 
of fans.” The idea that Queen’s music is listened to by a diverse range of fans is a result of 
the way they have been discursively constructed as one of the greatest rock bands of all time, 
especially since Mercury’s death in 1991. This canonisation can be seen in many articles such 
as Rolling Stone’s “Queen’s Tragic Rhapsody: Theatrical, brilliant, excessive and doomed – 
there had never been another band like Queen or a front man like Freddie Mercury” (Gilmore 
2014). Walters (1998) stated in The Advocate that “from their use in films, commercials, 
cover versions, and sporting-event chants, Queen’s hits are arguably more popular since 
Freddie Mercury’s death.” 
 
When writing a story on Queen’s activities in the present, the coverage cannot help but look 
back on the band’s early days for a comparison. Adam Lambert has no choice but to accept 
the inevitable comparison with Freddie Mercury’s ghost. Dave Simpson (2015) critiqued 
Lambert’s performance against the memory of Mercury, deciding that “surprisingly, though, 
this show [in Australia] succeeds because [of him], not despite him.” He explains that 
Lambert is the right choice arguing that “[he] is every bit the showman that was Mercury” 
(Simpson 2015). Reviewing Queen’s 2014 Brisbane concert for the Brisbane Times, Natalie 
Bochenski (2014) recounts how Lambert thanked “the audience for suspending their disbelief 
to let him sing the music, and [pay] tribute to the late, great Freddie Mercury.” She argues 
that “Freddie may be gone, but he would surely approve” (Bochenski 2014).  
 
Part of Queen’s canonisation has involved praising and memorialising certain aspects of their 
career. One of the main reasons contributing to their legendary status comes from discourse 
around their musicianship. The quartet has been characterised as some of the most talented 
87 
and influential musicians in rock history, and having been responsible for writing several 
highly popular hits. 2003 saw the induction of Queen into the Songwriters Hall of Fame. 
According to the band’s official website, each of Queen’s members has individually written 
“high quality million selling songs”: Bohemian Rhapsody (Freddie), Another One Bites the 
Dust (John), A Kind of Magic (Roger) and We Will Rock You (Brian). However, as Doherty 
(1976, 26) argues, Queen managed to complement and balance out their songwriting prowess 
with their “instrumental skill.” The members are individually singled out for their virtuosity 
and technical proficiency. Guitar Player magazine’s Matt Blackett (2009, 82) proclaimed 
that Brian May “created one of the most original guitar tones in history.” Rolling Stone’s 
Gordon Fletcher (1973) states that Mercury “has a strong, steady voice that never lacks for 
power and authority.” Similarly, in a review of Queen II for Melody Maker, J.W. (1974) 
states, “indeed the vocal lines are Queen’s one and only distinctive stamp.” 
 
Musical flexibility has become what Queen is well-known for. As Harry Doherty (1976, 27) 
wrote during Queen’s early career, “By becoming more diverse and writing a wider range of 
material, Queen had made themselves more accessible to a wider public.” This strategy is 
embodied in concert when live renditions of their back catalogue demonstrate to the 
audiences “how Queen managed to transcend music styles and popular trends” (Bochenski 
2014). Adam Lambert stated in an interview with Neil McCormick (2015) of The Telegraph, 
“that [Queen] went into every genre, almost. We’re doing bluesy rock songs and the campest 
baroque show tunes, it is like a variety show, it’s a great challenge for a singer.” Adam 
Lambert argued that “Queen is not where pop music is today, but emotion is universal and 
timeless, and that is why the music endures” (McCormick 2015). 
 
The impact of the banquet of sonic flavours produced by Queen is that their cultural potency 
hits wide, beyond rock music and beyond the reaches of popular music itself. The discourse 
around Queen’s significance has further been cemented by their use in other areas of popular 
culture. For example, their 1976 hit “Bohemian Rhapsody” had featured in the 1992 film 
Wayne’s World. According to the Rock and Roll Hall of Fame, the “seven-minute magnum 
opus cracked the Top Ten” during its original 1976 release and when it was headbanged to by 
Mike Myers’ film character 16 years later. Interestingly, Harry Doherty (1976, 26) pointed 
out in his piece for Melody Maker that the song’s original release “gave [Queen] a much 
wider audience.”  
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In 2009, a YouTube rendition of the song’s music video was performed by the cast of the 
children’s entertainment franchise The Muppets (Singh 2009). In 2011, a 29-year-old 
inebriated Canadian man sang the lyrics of “Bohemian Rhapsody” to the police arresting him 
to plead his innocence, albeit, unsuccessfully (The Telegraph 2012). A YouTube video 
posted by Australian comedy trio Sketch became a viral sensation when they performed an 
all-female parody of the Wayne’s World car scene (The Telegraph 2015). This viral video 
caused the song to debut on Billboard’s Streaming Songs chart at number 12 due to a 261 
percent increase in streaming (Gruger 2015). Other hits such as “We Will Rock You,” 
“Another One Bites the Dust,” and “We Are the Champions” have come to be important 
audience anthems at sports events for the last few decades (McLeod 2006). Two years after 
its initial release in 1977, “We Will Rock You” had become inextricably linked to sport. The 
track was included in the encore of Queen’s live album, appropriately named Queen Live 
Killers, listed as “We Will Rock You” (Football crowd version). Reflecting on his love for 
Queen, Adam Lambert stated that “Everybody knows Queen peripherally, you hear them at 
sporting events and stadiums” (McCormick 2015).  
 
Queen’s discursive memorialisation and framing as a band that appeals to a diverse range of 
age groups make the legendary British rock band an ideal candidate for a case study in 
understanding shared intergenerational fandoms of popular music within families. Queen's 
canonisation by music journalists over the course of more than 40 years has helped to shape 
the band’s identity as it now stands in the contemporary popular music scene and more 
broadly, popular culture. The process of mapping the cornerstones of their “brilliance” meant 
that knowledge and enjoyment of the band had never completely faded. The sustained public 
memory of Queen's years with Freddie Mercury and the ushering in of a new era with Adam 
Lambert consequently expands the age range of their fan base in much the same way that 
global media franchises do (e.g. Star Wars). While young people's engagement with Queen is 
represented in the media, understanding the consequences of shared intergenerational fandom 
as told by fans themselves requires an empirical investigation. By conducting a case study 
comprising of Queen fans, the tensions and interplay between the cultural identities of young 
people and their parents through popular music fandom can better be interrogated. These 
insights could provide further evidence of the nuanced rearticulation of cultural products, 
reconfiguration of cultural identities and re-contextualization of prevailing cultural practices. 
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Limitations 
Brabazon (2012, 30) states that popular music studies often aim “to create a considered, 
rigorous, repeatable and valid series of interpretations from the ephemeral, subjective and 
volatile sounds of and audiences for popular music.” However, popular music studies tend to 
attract various arguments. Brabazon (2012, 34) argues that scholars often criticise work 
within popular music studies as a “blurring between fan and academic knowledge.” This 
observation is echoed by Shuker (2001, 197) who states that even though qualitative 
methodologies can produce a study that is rich with information, it “can all too easily become 
totally individualised and even anecdotalised.” However, rather than placing myself at the 
centre, I am concerned with the analysis of the audience’s perceptions and understandings of 
music as told from their perspective. As such, I have ensured that their perspectives are 
faithfully and accurately presented. Additionally, Frith (1998, 48) states that ‘self-declared’ 
music fans who have “particularly strong feelings” can be an issue in cultural studies 
regarding sampling and skewing the findings. 
 
Ethics 
The research that was conducted involves low-risk to human participants. Individuals were 
required to give their informed consent to participate before any audio recordings of 
discussions were made. They were also given the opportunity to exclude themselves at any 
time from taking part in the research and if required, will be omitted from any publications 
produced about the project. The researcher, principal and associate supervisor will continue 
to keep the identities and personal details of participants strictly confidential and secure. 
Anonymity is maintained by using pseudonyms throughout the transcription, coding and 
publishing processes. Participants’ personal data are stored securely and separately from any 
document in this study and can only be accessed by the researchers involved. Additionally, a 
blue card was acquired given the nature of research included families with children from the 
age of six upwards. 
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Chapter 4 – Data analysis: Popular music and good parenting 
discourses in the media 
 
On an Australian street, a news camera films a member of One Direction as he stands 
alongside his young fans signing a home-made poster exclaiming, “Rejoice, One Direction 
are coming” (Samakow 2012). The camera then shifts to tracking a fan who is fighting back 
the tears as a reporter zeroes in, hoping to capture the thoughts of an emotionally charged 
experience of fandom. As the reporter nears, she calls out to the fan, “Aww look at 
you…Brisbane’s best dad!” Almost immediately, the teary father blurts out, “It’s taken so 
long to get her here and look she’s got a signed thing … she’s done it.” His daughter runs to 
join him, burying her tearing face into his shoulder. Comforting his emotional daughter while 
holding back his tears, he states that, “We don’t need tickets [to the concert] now.” The 
reporter asks the girl, “How good is your dad?” to which she replies, “Really good. I love him 
so much.” When asked what makes him so emotional, “One Direction Dad” as he becomes 
known in the Australian media, responds, “Just seeing her happy.” 
 
Rather than supervising from a distance, One Direction Dad is doing so while being an 
integral part of his daughter’s music fandom. This instance of parenting practice points 
towards the transformation of the dominant cultural identity of parents as opposed to their 
children’s popular music fandom into being positively engaged with it. Historically, popular 
music has been one of the ways in which the cultural separation between young people and 
adults was manifested, with parents framed as rule makers who monitor their children’s 
activities and often condemn new forms of music. Once a source of generational conflict, 
popular music is being reclaimed as an increasingly important place for the development and 
maintenance of the family.  
 
This chapter argues that parents’ involvement with children’s popular music fandom is a 
manifestation of a form of parental surveillance. What used to be a vital gateway for the 
development of children’s independence from adults has been reassigned by parents as a tool 
that allows them to closely monitor and maintain control over their children. This hypothesis 
is supported by an analysis of the ways in which mediated discourses of “good” and “hyper” 
parenting have been articulated within intergenerational family experiences of popular music.  
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The chapter begins by discussing how cultural fragmentation and transforming notions of 
youth and adulthood impact on the ways adults shape their identities. In this context, adults 
are reconfiguring their roles as parents and redeploying popular music as a tool of parenting. 
Next, it highlights how the mediatized identity of “cool” parents involves engaging children 
through popular music, utilising textual analyses of media forms that present these narratives. 
This is followed by a discussion of how parents are framed in media texts as “responsible” 
through the act of cultivating their children’s cultural tastes around popular music activities. 
Finally, the chapter examines how parents use popular music to instil ‘good’ morals and 
values in their children, and how this is represented in media texts.  
 
The significance of investigating the articulation of parenting through popular music fandom 
sits within the “crucial need for scholarship that addresses the cultural importance of popular 
music for ageing, post-youth audiences” (Bennett and Taylor 2012, 232). The majority of 
post-youth research is concerned primarily with ageing music fans’ negotiations with their 
identity, appearances, adult responsibilities and participation in music scenes (Bennett 2006; 
Harrison and Ryan 2010; Hodkinson 2011; Haenfler 2012; Taylor 2012; Gregory 2012; 
Tsitsos 2012; Gibson 2012; Davis 2012). Both Smith (2012) and Bennett (2012) have 
somewhat focused on how parents’ post-youth music activities influence children’s tastes. 
However, they do not place an explicit focus on how cultural exchanges within the family are 
impacted upon by contemporary mediated discourses of good parenting. Investigating 
parenting practices is important to understand how adults are becoming involved with 
contemporary youth-oriented popular music. 
 
Cultural fragmentation and age groupings 
The climate in which youth culture and the generation gap were established has changed. The 
rigid groupings and distinctions that once separated young people and adults have become 
increasingly blurred and complicated. Following studies that investigate how age affects the 
experience of popular music (Bennett 2006; 2013), this thesis adopts a post-subcultural 
framework, focusing specifically on the process of cultural fragmentation (Chaney 2004). 
Cultural fragmentation provides a lens through which to understand contemporary 
constructions of youth and adulthood. Weinzierl and Muggleton (2003, 3) argue for the 
investigation of “changing relationships between youth cultural tastes, politics, and music in 
today’s so-called “post-modern world.” The movement towards post-subculture is described 
by Muggleton (2000, 47) as “decades of subcultural fragmentation and proliferation, with a 
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glut of revivals, hybrids and transformations, and the coexistence of myriad styles at any one 
point in time.” For Chaney (2004, 37) the 21st-century environment has witnessed “an 
unprecedented degree of cultural integration” in relation to popular culture. 
 
In short, “a simple and unique cultural identity no longer seems feasible” (Chaney 2004, 46). 
For example, Australian working class tradespeople who have accumulated a substantial 
disposable income have in recent years come be described as “cashed-up bogans”. Some 
office workers sport uncovered tattoos during work hours, but more interesting are on-duty 
police officers with highly visible tattoos extending out from under their uniforms. Attractive 
mothers are referred to as “yummy mummies” or MILFs (Mums I’d Like to Fuck) such as 
“Stifler’s mum” in American Pie. Nerds have come out of their dungeons to contest the 
traditional alpha-male domain, perhaps most notably characterised in the television series The 
Big Bang Theory. Adult males known as “bronies” have developed a niche interest in all 
things associated with ponies, especially branded merchandise produced for the Hasbro 
entertainment franchise My Little Pony. 
 
In the context of fragmenting cultural identities, subculture has been “rendered superfluous” 
as it is no longer “adequately” useful for understanding cultural divisions (Chaney 2004, 36). 
Bennett (1999, 605) agrees, stating that “it seems to be that so-called ‘youth subcultures’ are 
prime examples of the unstable and shifting cultural affiliations which characterise modern 
consumer-based societies.” That is, the lines that once existed to help draw distinctions 
between subcultural and generational groups are buckling under the pressure of larger 
cultural shifts. 
 
Understandings and performances of cultural identity have partly been reconfigured by shifts 
in consumer behaviour and the surplus of mediated culture. Individuals now place symbolic 
value on all types of commodities. Chaney (2004, 41) states that “goods, experiences, places, 
and social actors are all valued for their semiotic meanings and associations rather than their 
functional utility.” Commodities are not only objects passed down from one generation to the 
next. They become part of a range of cultural choices used in the construction of individual 
identity. According to Chaney (2004, 42), “culture becomes more clearly a resource than an 
inheritance.” Information and visuals about older forms of popular culture are easily 
experienced through television, film, YouTube, and lifestyle blogs, with tangible items 
acquired through online shopping fronts such as eBay. The abundance of cultural products 
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resulting from increases in content and media allows individuals to repurpose subcultural 
styles to continuously construct and reconstruct their identity (Chaney 2004; Bennett 1999; 
Muggleton 2000). The increasing number of readily available stylistic resources can be used 
by individuals to mould their identities (Polhemus 1997). 
 
The changing cultural construction of youth and adulthood 
Grossberg (1992, 183) argues that the concept of youth is a site of a struggle between various 
parties. He states:  
Youth itself has become a battlefield on which the current generation of 
adolescents, baby boomers, parents and corporate media interests are 
fighting for control of its meanings, investments, and powers, fighting to 
articulate and thereby construct its experiences, identities, practices, 
discourses, and social differences. (Grossberg 1992, 183) 
 
While young people are still characterised by their use of newer popular culture forms 
revolving around the internet and social networking sites, they also develop an interest in 
what they perceive as “old school.” For example, specialist retro stores have sprung up to 
cater for young people’s interest in fashion, furniture, and memorabilia from the 1950s to 
1980s (Bielby 2013). “Retro-looking” post-war homes in Australia have been the focus of 
Gen Y looking to purchase their first home (Durut 2014). Young people using old Polaroid 
cameras capture and reproduce moments of their life as if photos could not be shared on 
social media (Reidy 2014). Their interest in the old school is nothing new as Jenß (2004, 395) 
highlights how young people’s attraction to the past and retro styles can be tracked back to 
post-war youth culture with British Teddy Boys’ “Edwardian” fashion during the 1950s. 
Young people’s fascination with the old school relates to the way they see classic and 
original forms of popular culture as authentic (Jenß 2004, 387). Young people redeploy the 
old school as authentic to differentiate themselves in an environment where the discourse of 
mainstream and alternative/indie has blurred as a result of cultural fragmentation. 
 
The cultural construction of youth also impacts on the meaning of adulthood. The discourse 
of adulthood is a now complex mix of adult and youth ideologies. This reconfiguration stems 
from the way adults are acting or living out the contradiction of adulthood versus 
adolescence. As Blatterer (2007, 787) argues, “it is through individuals’ practices that the 
meaning of adulthood, and thus its social constitution, is contested and continuously 
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reconstituted.” Youth has more and more been positioned as a resource rather than a 
chronological or cultural category, and as such adults use youthful signifiers to refashion their 
lifestyle (Wyn and White 1997, 21). For example, the Australian term “grey nomads” 
describes adults who choose to explore the country in campervans during their retirement 
instead of their youth.  
 
Adults who redeploy youth signifiers are discussed in the popular media as feeling or acting 
as if they are still in their adolescence (Bennett 2012). Moreover, Bennett (2012, 96) states 
that “age is coming to be regarded as increasingly less important as a barometer for 
sensibilities of taste in music, fashion and associated forms of leisure and consumption.” 
Adults are holding onto signifiers of their youth well into their adulthood (Gilleard and Higgs 
2005; Featherstone 2005). For example, Lego is still enjoyed by adults, something which is 
parodied in The Lego Movie (Jones 2014). Ageing gamers continue to fight virtual wars while 
welcoming in or hazing new generations of gamers. A barcade (bar and arcade) in 
Massachusetts caters towards adults with alcoholic beverages, video games, and pinball 
machines (Flint 2014). By retaining these signifiers, youth no longer belongs solely to the 
biologically young as Huq (2006, 157) argues: 
The political potential of youth culture as a means of resisting dominant 
social norms and the adult order is complicated by the fact that youth 
culture itself has to an extent now been appropriated into later life or 
“middle youth” by the adults reared on it. (Huq 2006, 157) 
 
In this respect, older generations tend to be characterised as redefining and redeploying youth 
as a lifestyle. However, younger generations believe they own the category of youth where 
they begin to construct their sense of identity and lifestyle (Grossberg 1992, 183). This 
discourse is exemplified in a 2013 television advertisement for Uncle Toby’s Oats. The spot 
consists of a mother introducing the audience to her teenage daughter who is listening to the 
Kink’s 1964 hit “All Day and All of the Night”, during which, she recounts how the daughter 
believes she was the first person in the family to discover the music of the Kinks. 
 
If culture can be framed as a resource, adults can syphon off subcultural capital associated 
with youth culture that can make them feel young again (Chaney 2004; Grossberg 1992). 
This transformation in the meaning of adulthood, however, is also a result of media and 
commercial industries reshaping their audiences. As Blaikie (1999, 22) argues, “positive 
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ageing is a marketing construct designed to exploit an ageing demographic with increasing 
leisure time after retirement.” A variation on this is how the place of popular music in family 
life has now become incorporated into the discourse of good parenting. While there are the 
types of conservative adults who still exist, there has been an increase of those who subvert 
the dominant discourse of adventure-free adulthood. Hodkinson (2013, 1074) states that 
adults “are living out new fluid and flexible kinds of adulthood which are liable to become 
increasingly typical across the age-range.” The ways in which dominant and once rigid 
boundaries of adulthood have become permeable, impact on the normative link between 
cultural styles and age. In this context, adults are exploring music and music-related practices 
that are typically engaged in by young people often through the practice of parenting. 
 
Good parenting and popular music 
Grossberg (1992, 191-192) argues that baby boomers’ practices are motivated by the need to 
construct an infinite state of youthfulness. The reconfiguring of the parent as cool is arguably 
to be expected due to the cultural shifts experienced by teenagers during the era of post-war 
consumerism. Media, commercial, and educational forces helped to convince young people to 
prolong their youthful years (Frith 1984; Clarke et al. 2006; Grossberg 1992; Hebdige 1979). 
This offer of a “suspended” youth was intensified in the way that teenagers would reject 
adulthood and oppose adults to establish their youth culture, which provided emancipation 
from a pre-determined and seemingly mundane adult lifestyle. The post-war cultural identity 
of teenagers was heavily internalised into their individual consciousness and still continues to 
define their actions in the contemporary world (Hodkinson and Bennett 2012; Bennett 2013). 
As Gilleard and Higgs (2005, 99) state, the Baby Boom generation especially “have sought to 
retain [the] value and status of [their] youth culture. They continue to care about clothing, 
about fashion, and about appearance, and they continue to care about having the freedom to 
spend.” Wyn and White (1997, 21) argue that “the symbolic meaning of youth…is not 
coming of age, but being anything you want to be.” However, parents negotiate this 
“youthful” identify with wanting to provide the best possible care for their children. This 
negotiation is summarised by Geinger, Vandebroeck, and Roets (2014, 498) who argue 
“parents actively participate in the construction, deconstruction, and reconstruction of 
dominant discourses on parenting.”  
 
The following analysis demonstrates how the discursive articulation of popular music and 
“good” parenting is a product of cultural fragmentation. However, this articulation does not 
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necessarily mean a liberalisation of the family or parent/child relationships. Rather, it is a 
sign of how popular music discourse has become co-opted as a form of social control. The 
ideological re-deployment of popular music has been investigated previously in the way rock 
music has been intentionally used by conservative politicians and fundamentalist Christians 
to shape their images in America (Grossberg 1992). In other words, as the “traditional” 
family fragments (e.g. debates over same-sex marriage), popular music, once demonised as a 
symptom of social decline and decay is being used to renormalize a “traditional” image of the 
family. This discourse is embodied in the media around instances of hyper-parenting such as 
“helicopter” and “lawnmower” parents. These types of parenting refer to adults who perform 
constant surveillance that results in children being shielded from responsibilities which are a 
key to survival as an independent individual (Assarsson and Aarsand 2011, 84). 
 
Parents’ need to undertake measures of maintaining social control over their children is a 
result of the construction of the child as representing a symbolic future. For example, the 
Smart Population Foundation Initiative (SPFI) that was partly funded by the Australian 
Government framed parents as responsible and integral to the development of “good” future 
citizens that will ensure the global competitiveness of the country (Millei and Lee 2007, 212-
213). Therefore, parents are designated as those who are charged with the crucial role of 
constructing this reality. One of parents’ core responsibilities is to ensure their children 
develop social competence (Assarsson and Aarsand 2011, 84). Parents’ guardian and 
mentoring abilities reflect their images as socially responsible adults. Authorities of good 
parenting link “inappropriate parents” to the “creation of social problems in a causal manner” 
(Millei and Lee 2007, 215). Moreover, parents need to be seen as “in control” and responsible 
for their children’s appearance and behaviour (Brusdal 2007, 395).  
 
As “vicarious consumers, children not only represent the social and cultural capital of the 
family but also the moral capital, which is at the heart of concerned parenting” (Brusdal and 
Frones 2013, 160). Young people’s moral character, however, has long been a source of 
parents’ anxieties given that children are symbolic products of adult conduct. During the 
1950s, young girls’ purity was thought to be tainted by “vile,” “raucous” rock and roll music. 
An article published in the Courier Mail looked back on rock and roll’s impact on youth in 
Brisbane during the 1950s and 1960s (Mengel 2014). One woman, then 14, recalled: “at 
church youth fellowship someone prayed for me, that I might overcome my fanatical 
devotion to the Beatles.” Public crusades against youth culture initiated by the adult world 
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and fuelled by media coverage have been covered at length by Cohen’s work on moral 
panics. He uses this term to describe how parents and adult-run institutions are often at odds 
with the cultural practices of young people that are seen to corrupt their purity (Cohen 2011). 
Such moral panics have continued to develop in recent times. However, the ways in which 
parents are dealing with concerns about their children’s moral character are taking on 
interesting contours through their practices of “modern” parenting. 
 
Parents’ practices are scrutinised and compared to the imagery of the ideal parent established, 
amplified, and circulated within media. Parenting has traditionally been performed within the 
confines of the private sphere but has now entered the public eye through its mediatization 
(Jackson and Darybshire 2006, 225). The identity of the modern parent has been highly and 
“systematically codified” within media discourse and embodied in manuals, books, and blogs 
(Furedi 2002, 78). Through media content, “norms, and preferences concerning how to be a 
skilful parent are displayed” while “bad” practices are condemned (Assarsson and Aarsand 
2011, 79). If a parent does not submit to this “subject position” and is not a “reflexive, 
problem-solving lifelong learner,” then they are deemed by authorities of good parenting as 
needing “outside support, intervention, and remediation” (Millei and Lee 2007, 214). The 
discourse of good parenting serves to highlight “unfit” parents and therefore motivates them 
to engage in heightened levels of parenting.  
 
With the goal of protecting and raising socially responsible citizens, parents are pressured 
into the need for constant self-monitoring and improvement. As Assarsson and Aarsand 
(2011, 83) argue, “good parenting is accomplished through ongoing identity work, that is, 
displayed self-improvement and self-regulation, where the media stimulates and sustains this 
through correcting practices.” Similarly, Millei and Lee (2007, 214) and Smedts (2008, 126) 
found parents are often constructed as having the responsibility of continually updating their 
knowledge and skills for the betterment of their children to call themselves responsible 
parents. Parenting practices, once defined by nurturing and socialising children, have now 
become about their surveillance (Furedi 2002; Kehily 2010). Additionally, Furedi (2002, 6) 
argues:  
Since supervision can never be constant, the pressure to monitor every 
aspect of a child’s life reinforces paranoia. Mothers and fathers have 
responded to this pressure by fundamentally altering their relationship to 
their children. In order to monitor children’s activities, parents have 
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reorganised children’s time. (Furedi 2002, 6) 
 
The “cool” parent 
Practices of good parenting that involve popular music contribute to ways in which the 
identity of the “cool parent” is constructed. The discourse that parents can no longer be 
“cool” post-youth is transformed through engagements with their children around popular 
music. One of the ways this occurs is when parents remain aware of shifts in popular music 
trends. Parents reject the idea of an “unexciting” adulthood through their practices around and 
consumption of popular music while raising their children. Chaney (2004, 41) explains that 
individuals who refuse “to be governed solely by nostalgia and tradition, select and 
recombine in order to let the panoply of cultural choices available function as resources for 
new forms of creative expression.” In this way, parents “are actors of change and agentic 
beings, both contesting and complying with dominant discourses” (Geinger, Vandenbroeck 
and Roets 2014, 498). One of the ways parents are challenging the dominant discursive status 
as “uncool” is by sustaining their participation and investment in popular music.  
 
Parents are involved in their children’s cultural education to differing degrees and in ways 
that position them as “cool” in the eyes of their children, other parents and the greater public. 
Arguably, the most common form of involvement in children’s popular music fandom by 
parents is embodied in the way that they provide the economic means for musical 
experiences. Writing for the Sydney Morning Herald, Stokes (2013) states that he not only 
provided $400 for tickets so his daughter could see One Direction, but he was the one who 
clicked the “buy it now” button. However, Stokes goes beyond this style of “arms-length” 
parenting by attending the One Direction concert with his daughter. Stokes (2013) outlines the 
difference between most dads and himself, stating that “I’m not one of them. I’m not a dad 
dragged along to a 1D concert who will fall asleep or look bored in selfies which their 
daughters will tweet to a friend.” Utilising popular music to engage with children allows 
parents to construct their identities as cool. The nature of good parenting has become an 
“[arena] for identity politics” (Brusdal and Frones 2013, 162). In this context, parents’ 
identities are developed through “public affirmation” (Furedi 2002, 112). Stokes is happy to be 
seen with his daughter in public at the concert rather than other parents “who wouldn’t be seen 
dead among Directioners.” This statement reflects the instances where parents who publicly 
involve themselves in their children’s fandom of popular music seek to differentiate 
themselves from those who do not.  
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Stokes (2013) was not the only father to been seen at the One Direction concert. A 40-year-
old father he spoke with states, “I’m here watching [my 14-year-old daughter] while she’s 
watching them” (Stokes 2013). Furedi (2002, 4) asks, “is there not something a little sordid in 
parents spying on their children?” However, this ‘weirdness’ is displaced by the way in 
which the father selflessly engages with his daughter’s joy and demonstrates how “the parent-
child relationship stands out as a unique example of an interaction that is primarily guided by 
sentiment and even altruism” (Furedi 2002, 110). Public displays of parenting around 
experiences of music help to construct parents as cool while maintaining an important form 
of traditional parental surveillance. 
 
The construction of the cool parent identity occurs in several ways beyond attending concerts 
with children. Australian media often report parents who are involved with their children’s 
cultural tastes to the degree where they provide the ultimate fan experience. One objective of 
parents is to cordon off their children from smoking, drinking, and having sex (Furedi 2002, 
29). For this reason, fathers have wanted to prevent their teenage daughters from meeting their 
pop culture idols. However, there now appears to be a number fathers going to dramatic lengths 
to facilitate these types of meetings. 
 
The display of dedicated hyper-parenting seen in the “One Direction Dad” example from this 
chapter’s introduction is not an isolated incident. For example, a Gold Coast man sought 
approval from One Direction’s management to design an iPhone application for his 17-year-
old daughter that tracks the boy band’s activities as they tour the globe (Sunshine Coast Daily 
2012). Upon asking his daughter for approval he “was met with a loud and decisive 
‘absolutely’” and stated that he wanted to “build it just for her.” In this instance, it seems that 
the father built the app as an expression of paternal interest in his daughter’s cultural tastes 
and activities to sustain his familial bond with his daughter. His parental coolness is 
conferred to him by his daughter. She remarked that “my friends and I really love it! I just 
can’t believe how much time dad put into it.” This demonstrates her appreciation and 
acknowledgement of the effort her father put into showing an interest in her fandom. In some 
instances, the lengths parents have gone to so that they can facilitate their children’s 
experiences of fandom have gone awry. The Daily Mail Australia reported one of Justin 
Bieber’s bodyguards allegedly threw the “dedicated dad” of a female fan down a flight of 
hotel stairs in Perth following attempts by the “father-daughter fans” to greet the pop star 
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(Emery 2013). The incident was apparently a result of the father’s verbal assault directed at 
the bodyguard. In another instance, a 47-year-old American father was sentenced to 8 months 
in prison after making empty threats to detonate bombs at a One Direction concert 
(Associated Press 2014). He linked his actions back to how one of his teenage daughters said 
she would never speak to him again for failing to obtain tickets. These reports of socially 
inappropriate parenting are examples of how the category of parents are divided into 
responsible or irresponsible by making “unfit” parents visible (Millei and Lee 2007, 214). 
 
Other than setting up the opportunities for children to partake in fandom, the identity of the 
cool parent is also established through a shared fandom of the children’s music. As Furedi 
(2002, 126) states, the dominant discourse of parenthood is becoming defined by the “ideal 
parent [as] someone who was with it, learned [their] children’s slang, and adapted to their 
world.” Some parents do not necessarily enjoy their children’s music, but they engage in 
related activities to foster positive experiences. For example, the introduction to this thesis 
cited a middle-aged woman who accompanied her 18-year-old son on a cruise staging a 
heavy metal concert, called “70,000 Tons of Metal,” for the purpose of family bonding even 
though she had no interest in the music genre (Kretchmer 2013). 
 
Parents do end up enjoying the music of their children. Grufferman (2012) wrote an article 
for the Huffington Post in which she describes her experiences with her daughters’ fandom of 
One Direction during an eight-hour car trip. Along the way, she began to understand why the 
boy band appealed to her children and at the end of the trip stated, “I am a fan. I can now sing 
along to almost every song (just not in public, a ‘daughter rule’), can pretty much distinguish 
[the voices of the different singers] … and I’ll smile knowing that I won’t be the only mum 
tuning in” (Grufferman 2012). In this way, parents obtain the status of cool, thus creating the 
opportunity to closely monitor their children, by engaging on some level with their tastes and 
even more so when genuinely enjoying it. 
 
Cultivating children’s cultural tastes 
The intersection between the discourses of parenting and popular music that are played out 
through the construction of the cool parent persona are also manifested in the way parents 
cultivate their children’s popular music taste. Popular music was once only an embodiment of 
the generational difference in cultural tastes that was emphasised within families. As Frith 
(2007, 200) states “family members (teenagers most notoriously) mark off their space with 
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their music – volume as a barrier.” Parents often witness a rite of passage where their children 
start the process of constructing their independence and autonomy which would involve the 
development of their cultural tastes and practices (Frith 1984, 2).  
 
Popular music is now a significant site where parents can engage with their children’s 
cultural upbringing through sharing and exchanging tastes. Just as adults have contributed to 
the changing meaning of youth (Grossberg 1992), they are also transforming the meaning of 
parenthood through the way they engage with their children using cultural tastes. Leach et al. 
(2013, 117) state that “narratives of cultural change, particularly in relation to parental 
cultures … are still being played out.” Bonvalet et al. (2013, 129) found that baby boomers 
believed themselves to have a strong connection with their children. Similarly, Leach et al. 
(2013, 117) argue that instead of emphasising generational differences to their children, baby 
boomers “have [a] considerable cultural investment in remaining connected to them.” In this 
way, feelings of closeness between boomers and their children are fostered through a 
“cultural blurring, particularly around leisure and consumer tastes” (Leach et al. 2013, 115). 
Parents’ willingness to become involved in their children’s cultural development comes 
partly from a desire to raise them as well-rounded and intelligent. This discourse is similar to 
the ways in which parents during the post-war period went to great lengths to ensure their 
children would be the best-educated and dressed generation (Grossberg 1992). In recent 
years, parents’ attempts to strengthen the relationship with their children is occurring around 
experiences of popular music. 
 
As discussed earlier in this chapter, one of the reasons parents are concerned and involved 
with their children’s cultural experiences is due to the circulation of good parenting 
discourses by the media. The mediatized discourse of how to be a responsible parent is 
supplemented by the ways in which the commercial market provides goods and services to 
keep children safe from harm (Buckingham 2011, 150). Similarly, after-school activities, 
parent groups, and young parenting courses “expand on the discourses of parenting as well as 
the visibility of children” (Brusdal and Frones 2013, 162). Buckingham states that the 
increasing “symbolic valorisation of childhood means that there is much greater pressure on 
parents to spend time with their children – and indeed to be seen to enjoy doing so” (149). In 
this way, the mediatization of “good parenting” discourses shape the ways in which parents 
consider how to use popular music to engage with their children. This self-awareness of 
being a responsible parent while engaging with children through music is demonstrated by a 
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man who had just become a father. The man wrote to Stephen Thompson (2014), the editor of 
NPR Music, stating the aspect of parenting he was looking forward to the most was “sharing 
music with [his] son.” He cites music such as Weird Al Yankovic, the Beatles, the Ramones, 
and Phish as artists he has already selected. The image of a responsible parent is constructed 
through shared family moments revolving around popular music. 
 
Being a responsible parent is symbolised through the process where adults cultivate their 
children’s cultural tastes and experiences. Martens, Southerton, and Scott (2004, 166) state 
parents “not only act as gatekeepers regarding what can be consumed but also actively 
engage in cultivating ways of consuming.” This cultivation appears to occur through parental 
endeavours to demonstrate a “good family life” established via “consumption-based rituals” 
(Brusdal and Frones 2013, 161). This cultivation often takes place publicly. For example, 
family trips to places such as amusement parks are signifiers of “putting the children and the 
family first”, and therefore such consumption practices are “morally purified” by the focus on 
stronger familial relationships (Brusdal and Frones 2013, 161). The act of creating family 
experiences is now not only taking place at amusement parks but also at live music concerts.  
 
Through the live music experience, parents signify their status as responsible parents by 
caring about and facilitating their children’s cultural development. For example, Pete 
Naughton (2014) wrote an article for the Telegraph reflecting on his experiences of attending 
gigs with his 10-year-old stepson. Within the last two years, the pair had seen 15 acts 
together. The sustained effort in bringing children to gigs demonstrates a strong parental 
commitment and investment in his stepson’s cultural education. At one particular gig, 
Naughton appeared to be the only adult who brought their child and spoke to another adult 
who believed children could somehow “permanently taint the experience of ever going to see 
live music.” However, Naughton believes in sharing an experience and passing down a 
cultural tradition to the next generation rather than reinforcing a generational divide. He 
states “taking youngsters to gigs can be an exciting and enriching experience for all 
concerned.” As such, the idea of attending gigs only for the purpose of supervising children is 
shelved in favour of a shared experience and enjoyment of the event. He argues that “live 
music, at its best, is full of childish energy and joy … so it seems a mistake to just cordon off 
the experience until they’re fully grown.” The experience of live music itself is an 
embodiment of youth. Gigs are events where parents and children make a pilgrimage to share 
in the youthful experience. They are for children to emphasise their youth and for parents to 
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introduce their children to youth culture activities. Rather than peers, parents can become the 
first to introduce their children to youth and popular culture experiences. In this sense, 
concert outings serve to strengthen familial connections and maintain a form of parental 
surveillance. As Kehily (2010, 183) argues, “practices of consumption can be instrumentally 
deployed by parents to bond with and protect children.” 
 
The act of providing cultural education can be linked to the way parents make purchases to 
provide the best care for their children (Buckingham 2011, 255). By nurturing their children’s 
cultural tastes, parents are positioning themselves as caring and loving parents. The process 
of being seen as a responsible parent is articulated by Brusdal and Frones (2013, 163) who 
state, “the cultivated child represents a visible illustration of the merging of economic, 
cultural, and moral capital; a highly codified and expensive level of consumption signals care 
and the prioritizing of the child.” In this way, the degree of attention for children 
demonstrated in parents’ consumption activities signifies their status as a responsible parent. 
This can be seen in action when Naughton (2014) argues that while children can be brought 
to concerts, gangsta rap or death metal shows are “probably not for children.”  
 
Parents endorse their children’s music fandom to demonstrate that they care about and are 
responsible for their cultural education. This discourse is often reflected in the way parents 
recognise their children’s fandom as reminiscent of their own. Looking back at the example 
of Grufferman’s (2012) article for the Huffington Post, she expresses her position as a veteran 
music fan, stating that One Direction are “adorable and actually have talent” as well as being “a 
true breath of fresh air.” Part of her acceptance of the boy band comes from being able to 
recognise how her fandom of the Beatles shares similarities with young girls’ fandom of One 
Direction. She reminisces about how the Beatles “invaded [young girls’] hearts and minds with 
songs about wanting to hold [their] hands. It was truly magical, and I, for one, am thrilled that 
our girls have the opportunity to experience something close to what we had.” In this instance, 
she expresses her happiness at the idea that young girls can experience a pseudo-Beatlemania 
with One Direction. As such, she is vicariously re-experiencing her youth through her 
observations of her daughters’ contemporary fandom. Similarly, Naughton (2014) explains his 
son’s fandom of the Black Keys’ 2008 album Attack and Release, describing the way he found 
him “wearing a look of rapt concentration and love that [he recognised] from [his] own 
experience of listening to music.”  
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This vicarious nature is explained by Brusdal (2007, 395) who states that parents can “live 
over again their own childhood and adolescence and promote their own interest through the 
child’s consumption.” Grufferman’s (2012) and Naughton’s (2014) excitement about their 
children’s fandom represents a passing-of-the-torch to the next generation of young music fans. 
The parental endorsement of children’s cultural tastes establishes parents as those who care 
enough about their children to understand their fandom. Such acts serve to repurpose the 
experience of popular music as reinforcing and strengthening the family unit.  
 
Teaching family values 
Alongside the way parents cultivate their children’s experiences around music to present 
themselves as responsible, they also utilise popular music as a mechanism to instil “good” 
moral values. The need to prescribe moral values is related to how “parenting exercises an 
important influence on the self-image of adults” and how parents’ identities are carefully 
crafted through children and the ways in which they are raised (Furedi 2002, 107). Going 
back to the example of Grufferman’s (2012) experience of a road trip with her daughters, she 
recounts how “far too many [songs] were vulgar, highly sexualized, and simply inappropriate” 
and that “too many were negative and filled with a sense of hopelessness.” This statement 
relates to the ways parents are often positioned as gatekeepers of their children’s consumption 
(Martens, Southerton and Scott 2004, 166). The concern for Grufferman’s (2012) children’s 
tastes in popular music stems from the idea that children are signifiers of parents’ efforts in 
child-rearing. As Brusdal and Frones (2013, 163) posit, the level of care and the way in which 
children are nurtured reflects parents’ “economic, cultural, and moral capital.” A similar 
instance that embodied this parental concern and assertion of parental authority occurred in the 
1980s when the PMRC accused rock music of twisting the moral values of adolescents (Walser 
1993; Martin and Segrave 1988). The difference here is that, while the PMRC lobbied to ban 
“questionable” songs, parents today are focused on filtering their children’s music tastes by 
searching for “appropriate” music. The need to instil a moral foundation for children through 
popular music stems from the idea that children and their cultural upbringing symbolise adults’ 
practices of good parenting. As Brusdal and Frones (2013, 160) state, “the ‘right’ consumer 
goods signal not only taste and class,” and “the styling of the [child] underlines the parents’ 
care and values.” 
 
While parents have historically been apprehensive about what youth-oriented popular music 
represented, they are now also engaged in the process of approving suitable artists for their 
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children. Their acceptance of newer popular music targeted at young people stems from the 
way it can be utilised as a parenting tool. As Brusdal (2007, 395) states, “parents support 
their children’s consumption when their children might learn something.” Certain popular 
music artists carry with them values of good morals and positive messages, and as such, they 
are endorsed and deployed by parents to impart these qualities onto their children and to 
maintain parents’ status of moral decency. For example, Stokes (2013) explains how his 
approval of One Direction is manifested and publicly displayed in the way that he attended 
their concert with his 16-year-old daughter. He claims he was not there in the capacity of 
other dads who acted as chaperones obligated to ensure the safety of their daughters. He is 
not only admitting to attending the concert with his daughter but also to genuinely liking the 
boy band. He proudly states, “I like One Direction. Tentatively. And it’s based purely on 
what they mean to girls like Claire.” His genuine fandom for the band does not necessarily 
stem from the music as he claims to be a former punk rocker. Rather, it comes from his 
agreement with the values the boy band represent and what values his daughter can ascertain 
from them. He approves of his daughter’s One Direction fandom stating that: 
These boys might be good enough for my daughter. Directioners don’t rate 
girls as fat or thin, or dorky or dumb. I would much rather Claire was living 
her teen love life vicariously through attraction to 1D than doing what so 
many others are doing: walking around suburban Australia drinking too 
much and tarting themselves up for yobs to treat them like trash. (Stokes 
2013) 
 
This statement embodies not only how he perceives what the boy band represents, but also 
the values circulating in the fan community built around One Direction. Here, Stokes (2013) 
demonstrates parental concern about the types of peers his daughter will have as he believes 
they can have an impact on her social life and value system. Moreover, he makes a distinction 
between his well-behaved daughter and “other” girls who do not exercise good values. While 
acknowledging his daughter has a “teen love life,” he somewhat expresses comfort in the fact 
it is manifested through a connection with pop idols rather than in the flesh. In this way, his 
approval of One Direction is an embodied form of parental control and supervision over his 
daughter’s youthful experiences. By analysing One Direction and his daughter’s motivations 
for her fandom he can ensure the preservation of her safety and innocence. Parents’ effort to 
understand and closely engage with their children’s popular music fandom and tastes allows 
them to shape the values of their children. As such, popular music is reclaimed by parents as 
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a mechanism to strengthen family bonds and used to teach their children “good” morals. As 
Popkewitz (2003, 53) argues, “the successful parent is the pedagogical one.” 
 
Conclusion 
This chapter demonstrates how discourses of good parenting have been integrated into those 
of popular music as a result of cultural fragmentation. The practices of adults as guardians of 
popular music reported in the media have led to the redefinition of parenting discourses. The 
reclaiming of music and its reassignment as a core pillar of family development by parents 
who were at one time biologically young is a manifestation of the tension that exists between 
young people and adults over the meaning and ownership of youth culture. By experimenting 
with their identities as parents through engagements with popular music, adults can remain 
close to their children in a seemingly non-invasive form of surveillance cloaked in cultural 
activity. In other words, popular music has been redeployed and rearticulated by parents as a 
mechanism through which they can reassert their parental authority over their children.  
 
This chapter has explained several ways in which this is achieved. First, adults use popular 
music to develop their identities as “cool” parents in the eyes of their children to gain access 
to them in a cultural context. Parents also cultivate children’s tastes and their introduction to 
cultural experiences. As a result, parents can establish themselves as progenitors responsible 
for their children’s cultural knowledge and developing their palette of cultural tastes. 
Moreover, they demonstrate parental responsibility by caring and being concerned about their 
children’s cultural development. In this way, they are exercising and reinforcing their 
parental authority within the family. Finally, parents act as gatekeepers responsible for 
guarding their children against perceived threats to preserve their innocence and provide a 
“good” moral education. In this way, the adult figure is re-established as the family authority 
in charge of steering their children’s cultural tastes and moral behaviour.  
 
Popular music was once deployed by young people with encouragement from media and 
commercial industries for the purpose of emphasising generational and cultural differences 
between parents and children. Through an analysis of the new relationship between the 
discourses of good parenting and popular music, parents are now challenging this dichotomy 
by reclaiming popular music as a pillar of the family. It is through these parental practices 
that adults are renormalizing the nuclear family. 
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Chapter 5 – Data analysis: Young people and popular music in 
the media 
 
This chapter examines new discursive formations in the relationship between young people 
and age that are represented in the media. Part of the contemporary cultural identity of young 
people covered in the media is tied up with the appreciation of and practices around “old 
school” things such as fashion, home wares, and screen media. Popular music, especially, has 
been the cultural product at the core of young people’s infatuation with the old school. An 
investigation into how young people are reported to harness “old school” music as a cultural 
resource, points towards new practices of cultural hierarchies. This chapter demonstrates how 
young people are depicted as differentiating themselves from the mainstream using old 
school as a cultural resource. This shift is a result of the way the mainstream has co-opted the 
previous iteration of oppositional youth culture manifested in alternative and indie scenes. 
This new practice is represented in the media as revolving around the construction of old 
school music as authentic. This construction is impacted by the process of canonization.  
 
The importance of analysing representations of young people’s cultural practices is that the 
discourses exist. Whether or not media representations are true or false does not matter since 
discourses help to shape social realities and people’s understandings of the world. As 
Grossberg (1992, 214) argues: 
It is not a question of how the media represent reality, only of the means by 
which they construct the images which increasingly replace the sense of 
familiarity with reality. Think of the common experience of seeing a news 
report and vaguely remembering having seen it before as a television 
movie, only to see it again as a television movie and vaguely remember 
having seen it on the news. Which is the real, the original? … Images are 
often more important, if not more real, than reality. (Grossberg 1992, 214) 
 
By analysing mediated representations of contemporary youth, this chapter argues that young 
people differentiate themselves from mainstream culture using elements of “old school.” It 
illustrates how this shift has resulted from the co-opting of oppositional youth culture 
embodied in the alternative and indie music scenes. 
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Earlier, the literature review illustrated how youth culture had come to be linked with 
‘newness’. Young people used the aesthetic trappings of ‘new’ cultural forms to articulate 
and reinforce their generational distinction from adults. However, young people also used 
elements of the old school to represent a symbolic rejection against adulthood. For example, 
Teddy Boys used elements of Edwardian fashion as a signifier of their hedonistic values. As 
Jenß (2004, 395) states, “retro styles and copies of former fashions have been a component of 
youth subculture since the beginning of the post-war period.” 
 
Canonisation: Contextualising young people’s knowledge 
The old school has become a great resource for young people because they are reminded of 
old works and are provided with a rationale of why these works are important. Looking at 
canonization helps to explain how the old school has become a cultural resource for young 
people. Media reports construct young people as having a legitimate fandom of classic artists 
and having an understanding of the popular music canon. In an article for the Huffington 
Post, Gerstenzang (2013) recounts his experience of the generation gap while attending a 
concert with a mostly young crowd. After whistling The Who’s “Substitute” while waiting 
for the show, a teenager commented “That’s a great song. I love The Who. I wish I could’ve 
seen them in their prime.” Gerstenzang (2013) reflects on this moment by saying it was 
“unexpectedly sweet.” His surprise is a reaction to the fact that young people know classic 
rock artists and more so that they would fantasise about living in the past to see them live.  
 
His experience demonstrates the contradictory cultural tastes of young people. They listen to 
contemporary artists while admiring the sounds of the past. Gerstenzang (2013) recalled his 
youthful experience of The Who. The teenager then returned with his friends who “excitedly 
[asked] who else [he’d] seen back in the Ice Age.” This group of friends are tied together 
socially not only by their love of contemporary music but their love of older sounds. 
Gerstenzang (2013) observed how they “suddenly seemed enraptured. And envious” and 
commented on “how lucky [he] was and how bummed they were that they’d missed ‘the 
greats’.” The process of canonisation has the effect that older and ‘classic’ popular music can 
easily be accessed in the contemporary environment. Also, canonisation helps to illustrate 
how ageing cultural products become labelled as authentic due to their age or become classic 
because they are billed as authentic. 
 
Young people’s gravitation towards the old school is shaped by the cultural environment they 
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occupy. The process of canonization reminds audiences of the cultural products that already 
exist and that they should not be forgotten. For example, the ownership of one generation’s 
cultural icons can also be claimed by subsequent generations. Even though a canon helps to 
“define and support the cultural identity of a group,” the canon can still be adopted by others 
(Assmann 2010, 106). Young people continue to be depicted as placing significant cultural 
value in band t-shirts, even if the band displayed on the print was around before the wearer 
was born. An article posted by The Guardian portrays how young people acquire t-shirts to 
display their cultural capital (Rogers 2011): 
The band T-shirt reveals contradictory impulses in its owner, especially 
when that owner is a teenager. It marks a desire to be seen differently, but 
also to fit in; it signifies a split from your parents, but also a wish to be part 
of an alternative group of peers, even if you haven't met them yet. (Rogers 
2011) 
 
The article suggests that musical cultural capital can be instantly acquired through purchasing 
of merchandise and as such, an instant ticket to fandom. This representation of young people 
illustrates how the youth cultural practice is alive and well. However, in an article for The 
Independent, Marsden (2015) discusses how young people who wear t-shirts as a display of 
cultural capital may not be considered ‘true’ fans, especially when it comes to older artists. 
He states, “Many wearers couldn't name you a Ramones song - although some might hazard a 
guess at “Hey Ho Let's Go,” the opening lyric of their 1976 debut single “Blitzkrieg Bop” 
(currently being used in a TV advert for an online electrical appliance retailer). People of a 
certain age might see this as a despicable betrayal of the Ramones' memory…” 
 
Young people live in an environment where cultural products are continually preserved and 
labelled as important. A canon is considered as the ‘need-to-know’ information that can 
provide audiences with a quick overall understanding of a given subject. Jones (2008, 7) 
argues that a canon represents the greatest works to experience before death, while Karja 
(2006, 5) similarly states, “canonization could be described as choosing those things that are 
worth repeating.” They provide an easy-to-understand shortlist of important works to be 
experienced from amongst a plethora of content that is available and as such those works 
become the ones that should be remembered (Baker and Huber 2013, 230). In this context, 
canons act as maps pointing towards key pieces of music so that one can easily and quickly 
get a feel for music genres without ploughing through a large quantity of songs. Canons 
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provide directions to the golden treasures of each genre. For example, Rolling Stone’s top ten 
lists and Spotify’s official playlists are curated with selected tracks that exemplify traits of 
each genre rather being a comprehensive list. The preservation of popular music is embodied 
in the form of musical canon. Baker and Huber (2013, 224) state that a musical canon can be 
established through an ongoing process of memorialising music. The repeated mentioning of 
artists, albums and songs propels them towards their inclusion in a canon (Baker and Huber 
2013, 228). This memorialisation is typically embodied in the practice of collecting vinyl 
albums that are argued by others to possessing a “canonical importance” (Bennett and Baker 
2010, 43). 
 
The process of preserving popular music can be framed as the legitimisation of its 
importance. Roberts and Cohen (2014, 252) state that there exists a “desire to map and 
materialise popular music histories and to give validation to the experiential, affective and 
embodied contours of musical memory.” The preservation of popular music tends to be 
characterised as the conservation of the cultural experiences and personal memories 
belonging to baby boomers. As Roberts and Cohen (2014, 256) state, “music heritage is 
rooted in a particular historical moment; a time of dramatic change and transition of immense 
significance to those who were a part of this first wave; this first great flourish of post-war 
culture.” DIYers involved in the practice of preserving these memories embodied in musical 
artefacts were highly concerned with how their generation’s popular music tastes were “going 
to be represented in the future” (Baker and Huber 2015, 114). 
 
While the media construct discourses of young people’s understanding about canons, they 
also help to construct canons themselves. Articles written by rock journalists and special 
editions of past rock albums, such as Rumours by Fleetwood Mac, are seen to acknowledge 
the ‘album’ as holding canonical importance (Bennett and Baker 2010, 43). Canadian 
broadcaster and writer, Alan Cross discussed the re-release of Pink Floyd’s Dark Side of the 
Moon, arguing that “those universal themes of death, money, insanity and time have that 
transgenerational appeal. It is not just the kind of record that could be handed from older 
brother to younger brother, but now from father to son” (Wright 2000, 369). Re-released 
albums and journalists who critique them contribute to the process of memorialising music 
and in turn the creation of a rock and popular music canon. The way that the music 
journalism and music streaming help to shape music audiences’ popular music knowledge 
reflects Jones’ (2008, 10) argument that canons are “supported and perpetuated by 
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institutions.” 
 
The music industry’s efforts in canonisation help in shaping the cultural environment young 
people inhabit. The packaging and storing of old school music are often done to prey on 
adults’ nostalgia. Bennett (2009, 483) points out that the music industry is involved in the 
rewriting of rock culture history by repackaging “lost material.” In an interview with Rolling 
Stone, Led Zeppelin guitarist, Jimmy Page, enticed fans with the idea of making previously 
unreleased songs and different versions of songs available (Fricke 2012). Such unreleased 
content from classic rock artists is used to capitalise on boomers’ and post-boomers’ thirst for 
collecting (Bennett and Baker 2010, 42). Roberts and Cohen (2014) argue how the music 
industry preserves popular music as heritage through the production of special boxed-sets (À 
la The Beatles), ‘heritage’ magazines (Classic Rock) and nostalgic documentaries 
(Woodstock). According to Bennett and Baker (2010, 42), the music industry’s “on-going 
investment in classic rock ... connotes a reflexive understanding of rock as underpinning and 
informing the biographical trajectories of ageing baby boomers.”  
 
The cultural environment of young people is also impacted on by more than the music 
industry itself. Memorialisations of popular music are carried out in various ways by other 
sectors in the culture industries. The ways in which important musical memories and histories 
are preserved and embodied are varied. General journalism websites such as The Guardian 
review concerts put on by ageing and classic artists or reflect on the impact of old school 
music. Film biopics such as Walk the Line (2005), which focuses on the early career of 
Johnny Cash, present dramatised and sensationalised versions of experiences lived by 
musicians. Written histories provide accounts of music scenes, such as Pig City (2004), 
which focuses on the development of the Brisbane music scene from 1970 to 2000. 
Autobiographies by Keith Richards (The Rolling Stones), Carole King and Nikki Sixx 
(Motley Crüe) capture the behind-the-scenes experiences of the artists responsible for music 
which is still enjoyed well past its time.  
 
The use of older music as soundtracks to contemporary advertising, films and television 
programs reinvigorates the currency of the music despite its age. Although rock is an ageing 
genre, Frith (2007, 171) highlights that “the identification of rock with youth does have the 
odd effect that thirty-year-old tracks can still be used by advertisers and style consultants to 
provide a youthful ambience.” For example, Led Zeppelin’s 1971 song, “Rock ‘n’ Roll” was 
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used in a 2010 Cadillac commercial in which the song accompanies the image of an older 
Cadillac being overtaken on the road by a newer version. Huey Lewis and the News’ 1986 hit 
“Hip to be Square” is used as the theme across a number of 2013 television advertisements 
for the Toyota Camry. One of the advertisements features a young father wearing Aviator 
styled sunglasses to present himself as ‘cool’. While the use of older music in contemporary 
advertisements may not always provide a youthful aesthetic, it is important because they act 
as potential sites where young people might learn about older music. The various acts of 
canonization committed by the culture industries have the effect of dusting off and reinjecting 
cultural products of the past into contemporary popular music discourse. 
 
Young people’s cultural tastes are often depicted in the media as being influenced by 
canonisation. They are depicted in popular media as being aware of, or engrossed with, old 
school music as a result of recycling and memorialisation by institutions. For instance, stories 
about the inclusion of older popular music in new popular films illustrate how younger 
generations might interpret it as ‘new’ music. This practice also sets up older music as 
important and significant enough to be lifted out of its original timeline and transplanted into 
a more contemporary one. In an interview with Rolling Stone, Kory Grow (2014) talked to 
James Gunn who directed the 2014 sci-fi film Guardians of the Galaxy and selected the 
songs for its chart-topping soundtrack. The album titled Guardians of the Galaxy: Awesome 
Mix Vol. 1 reached the top of the charts without having an original song, instead, using 
existing material from the 1970s such as David Bowie, Jackson 5 and the Runaways. 
Amongst the songs are Blue Suede’s “Hooked on a feeling,” Rupert Holmes’ “Escape (The 
Pina Colada Song)” and Marvin Gaye and Tammi Terrell’s “Ain’t no mountain high 
enough.” 
 
In the article, young people are represented as overcoming the music generation gap by 
embracing 1970s music featured in the 2014 science fiction film. Gunn tells how Marvel 
stakeholders commented that it was “Crazy to put seventies songs in the movie” and “It was 
going to be alienating to kids” (Grow 2014). However, this perceived generational disconnect 
is overshadowed by the way the old school music has taken hold with young audiences. As 
Gunn explains, “Now I see little kids all over the world singing me ‘Hooked on a Feeling’. 
Nothing could make me happier than to have folks take a second look at these songs” (Grow 
2014). Gunn’s statement exhibits his desire of wanting new audiences to inherit the cultural 
importance of old school music. Furthermore, Gunn says (Grow 2014): 
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I think most of the songs [on the soundtrack], although slight hits, never 
truly had their day in the sun. That time is now. I also think people are 
hungry for good, old-fashioned, well-crafted pop songs that exist outside of 
any sort of imposed hipness or irony. (Grow 2014) 
 
This captures a sense of rewriting the popular music canon through the inclusion of songs in 
contemporary popular film. His comments construct how old, obscure, not-quite-mainstream 
songs hold more originality and value than those that are. Canonisation is more than just 
recycling the old school. Part of the process is about repositioning something as ‘important’ 
when it is too old to be cool. Ironically, when music is pointed out as important in this 
fashion, it can often garner a “cool” factor once again with new audiences. The discussion 
with Gunn characterises successful transplants of older songs into contemporary contexts and 
how such actions recreate older songs as important and relevant for young audiences. Older 
music is flagged in wider popular culture as worth resurrecting and is canonised as essential 
and timeless. 
 
Canonisation not only involves reminding audiences, including young people, about 
important cultural products. With the help of technology, the process of canonization 
preserves cultural products in ways that allow audiences to experience or re-experience it. 
The digital environment allows musical canons to be easily researched and experienced. As 
Connell (2012, 275) states, “the increasing availability of older music in downloadable form 
[contributes] to a greater interest in older music among some younger people.” Roberts 
(2012, 10) argues that culture and memory can be stored in digital spaces. In this case, the 
knowledge of musical canon is seemingly preserved in online sites such as Rolling Stone, 
Spotify and YouTube. According to Featherstone (2006, 596), Internet-based content services 
are often characterised as an archive that sets up a direct link to a “textually refigured past.” 
 
Being able to access the popular music canon digitally is made possible by the reformatting 
and recirculation of older content onto new platforms. Burns (1996, 129) argues that 
technology “make[s] it possible to reclaim and ‘correct’ more and more of the past.” What he 
means by correcting is being able to clean up audio quality such as the crackle and pop 
inherent with vinyl records. In this sense, popular music canons that refer to great artists of 
the past are kept alive through a constant process of reclaiming and memorialisation by 
industry and audience. For example, new ways of consuming music such as watching 
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YouTube video clips, allows older music to survive as pieces of cultural currency within 
contemporary popular culture. Popular music canons are fragmented across a combination of 
text, images, audio and video. Rolling Stone produces text that lists the ‘greatest’ songs or 
artists from a given genre or period. Although journalism articles may provide key elements 
needed to understand a musical canon, reading about it does not let you experience it.  
 
This gap is filled by services such as Spotify and YouTube that allow digitally stored content 
to be embedded to supplement these articles. For example, coinciding with Channel 7’s 2014 
mini-series, Never Tear Us Apart: The Untold Story of INXS, an online news article included 
YouTube videos to argue that audiences should become more familiar with INXS’ less 
popular songs such as “We are the vegetables” (Adams 2014). Online music streaming 
services also offer already curated lists of music ready to play. Spotify’s official playlists 
include contemporary music (e.g. Top 100 alternative) and a focus on particular decades or 
classic hits from certain genres (e.g. Bring Back the 70s). Moreover, young people’s 
environment is characterised by the ability to easily identify music in television 
advertisements and films using smartphone applications such as Shazam or Soundhound. 
According to Burns (1996, 129), technology is a contributing factor towards the construction 
of “an ever-expanding category that seems to include an age range of about 5-50.” In other 
words, the maintenance of popular music canons extends old school music beyond its 
original, older audiences. 
 
Although the internet makes a range of music available, the overwhelming choices could 
drive audiences to seek well-known quality from that, which has been canonised. Young 
people can discover and experience the authenticity of old school music through the 
flexibility of the internet. Catalano (2013) explains how music audiences’ liberation from 
radio stations as the main progenitors of new music is usurped by online services and 
libraries. However, since finding music is easier, audiences are confronted with an 
overwhelming amount of content to choose from. For instance, one of Catalano’s (2013) 
music industry interviewees stated: 
Keeping up with and separating the wheat from the chaff in new music is 
daunting. The listener is faced with a constant barrage of new stimulus, and 
it’s hard to wade through it. I’m sometimes paralysed in a pre-caffeinated 
haze in the morning, trying to figure out something to listen to while I walk 
my dog. (Catalano 2013) 
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The process of trying to find something worth spending time listening to has become 
laboured. Though the interviewee is not necessarily a young person, their statement suggests 
that audiences must put in a considerable amount of effort in deciding on their soundtrack for 
any given moment. Such difficulties brought on by the easy access, and amount of music 
suggest that some audiences might seek reputable ‘good’ quality music, which could be 
sourced from popular music canon. 
 
Young people’s use of technology to experience canonical music is often illustrated in the 
media. The result of memorialising and constructing music as important is that the knowledge 
of older music can be easily adopted by young people. For example, the Associated Press 
(2011) highlights the practices of young vinyl collectors framed as “a pack of crazy little 
anthropologists.” One 14-year-old boy stated that before he was given vinyl and a record 
player from his family he “used to Google older musicians and see what songs they made, 
and [would] look for them on YouTube.” Although he does not say precisely what search 
terms he used, some search results may have led him to build an understand of certain 
canons. Furthermore, he states that as a practising musician, “old music is like our favourite 
stuff in the world.” This admission reflects his awareness of canon and is not surprising given 
that musicians are often perceived to have intricate, historical knowledge of genres. 
 
The practices of internet users also impact on the process of canonization. Older pieces of 
music are recirculated digitally amongst global audiences, especially memes. For example, 
Fox News (2008) reported the phenomenon of a bait-and-switch Internet prank known as 
“Rickrolling” which started when an internet user posted a YouTube link on a forum 
promising it to be a trailer for the video game Grand Theft Auto IV. However, viewers were 
greeted with a music video for Rick Astley’s 1987 hit ‘Never gonna give you up’. The effect 
of the hoax continues in 2014, as a physics teacher was ‘Rickrolled’ through an essay in 
which the student started each line with the words from Rick Astley’s hit (Gardner 2014). As 
such, when older music is remixed, repurposed and recontextualized by music fans, it has the 
effect of bringing ageing popular culture to the forefront of people’s musical knowledge - 
even if it is only fleetingly. Other than through memes, internet users contribute to 
canonisation by creating public playlists on YouTube and Spotify that contain genre classics 
or combine them with contemporary hits. Even more dedicated users develop internet-based 
music projects such as YouTube-based projects. For example, the Postmodern Jukebox 
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uploaded a video of their cover of Guns N’ Roses’ 1987 hard rock hit “Sweet Child of Mine” 
in an early 20th century New Orleans jazz style. 
 
While some young people are framed in the media as being influenced by canonisation in the 
music industry and also helping to perpetuate it, other young people are represented as being 
self-aware of its hegemonic nature. Young people’s obsession with old school music mirrors 
their parents’ practices of youth culture. As such, this tradition prompts younger journalists to 
express the opinion that generation Y is living in their parents’ cultural shadow and argues 
that they should be shaping their own cultural identity and practices. This is explicit in 
Westhoff’s (2013) article for LA Weekly in which he gives a rousing call-to-arms: 
There’s a disease spreading through our generation of 20 and 30-year-olds. 
We inherited this malady from our parents, and it’s rendering us culturally 
stagnant. It’s sapping our identity. Perhaps most tragically, we are 
welcoming this plague into our homes, cars, and phones – even into our 
karaoke parties. This cancer is called classic rock, and it needs to be 
stopped. (Westhoff 2013) 
 
Described as a hereditary ‘malady’, young people’s retro music tastes are framed as both 
widespread and inescapable. The generation y author argues that it attacks and suppresses 
young people’s ‘own’ cultural tastes and generational independence from their parents. The 
irony in the article is that young people are being encouraged to rebel against the cultural 
dominance of their parents, just as their boomer parents rebelled in the post-World War Two 
period. The author asks, “back when your folks were young, do you think they were listening 
to their dads’ Benny Goodman and Glenn Miller records?” He follows up the rhetorical 
question by stating, “Hell, no. They were forging their individualism through their Janis 
Joplin and Beatles records, their Bob Dylan and Rolling Stones albums.” Westhoff expresses 
his opinion on how radio still seems to be saturated with classics and that the top-grossing 
concert acts are “dominated by mouldy old-timers.” Instead of taking aim at the boomers’ 
cultural hegemony of the music industry, he places blame on young people themselves stating 
that “we can’t go blaming Clear Channel [US radio network] for people’s shitty taste … 
young people who subsist on classic rock are traitors to their contemporaries… and it’s 
frankly rather sick that we’re still worshipping [our parents’] musical icons.”  
 
The author argues that young people who are “an essential slice of classic rock radio’s target 
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demographic” should be instead be listening to the vast array of new and diverse music 
available online, and that refusing to do so is apathetic and lazy. However, the author 
contradicts his position by acknowledging the cultural capital associated with knowing music 
history, stating that “don’t get me wrong: anyone without a working knowledge of Blonde on 
Blonde and Rumours is missing out.” This contradiction is glossed over with Westhoff 
returning swiftly to his argument exclaiming, “this is generational warfare, and we’re losing 
people. So let’s fight back.” The article outlines the prevalence of young people’s retro music 
tastes to the point where it is constructed as a culturally and generationally unhealthy 
practice. Although the focus is on reinforcing the generation gap through music, it does show 
the homogeneity of the contemporary music industry and the cultural hegemony of boomers 
which perhaps contributes to young people’s retro tastes. The author highlights the way 
young people listen to their parents’ music even with access to a diverse range of 
contemporary music, however, he does not acknowledge that the practice of indulging in the 
tastes of parents is unusual. 
 
Attraction to authenticity 
While canonisation establishes an environment where young people can easily access the old 
school, it also assists young people in the construction of old school music as authentic. The 
impact of “authentic” music’s canonisation on young people is dramatised in media reports. 
The Newcastle Herald interviewed a dance instructor about his involvement with rockabilly 
culture, which is associated with music artists such as Bill Haley and early Elvis Presley. The 
dance instructor stated that it was “kind of like the punk of the day. And it remains current 
today. The music still has that raw punk element, and I don’t think that ever goes out of style 
for young people” (Rockman 2012). His comment describes how old school music continues, 
beyond its early years, to symbolise an authentic site of resistance. In this way, young people 
are characterised as drawing on the same musical and visually stylistic forms of resistance to 
adult culture used by teenagers during the 1950s. Ironically, young people have redesignated 
the aesthetics of old school culture to rebel against what is contemporary. 
 
The process of canonisation allows audiences to understand how music is immortalised 
because it is constructed as authentic. This reasoning can be adopted by young people who 
deal with and harness the old school as a cultural resource to differentiate themselves from 
mainstream audiences. Media reports frame young people as turning away from 
contemporary music because of a perceived lack of certain qualities that are present in old 
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school music. For example, Catalano (2013) asked a 19-year-old guitarist why he listened to 
‘super bands’ from the 1970s. He stated: 
There’s no band today that has that kind of power. We still listen to today’s 
music, we listen to everything from Radiohead to The Black Keys, but 
when we play, there’s nothing like Led Zeppelin. Nothing today 
comparable to that sound. (Catalano 2013) 
 
While the young male admitted to being a fan of more recent rock bands, he remained 
convinced classic rock bands of the 1970s still have a ‘power’ yet to be matched by their 
contemporaries. This seemingly ‘mystical’ power young people perceive in not only 1970s 
rock but in other “old school” music refers to authenticity. The article frames how young fans 
of old school music stand against the highly-polished production style of the present. 
Catalano (2013) believes the adoption of the old school “is perhaps more about what is not 
available than what is. It’s about the music itself. It’s that raw rock sound that came out of the 
era of the superbands that seems to be missing.” Young people are characterised as 
possessing knowledge of popular music canon to identify old school music and construct it as 
being more “authentic” than contemporary music. In this way, the low-fidelity and 
unpolished qualities that are more noticeable in old school music are designated as signifiers 
of cultural superiority.  
 
In addition to its raw feel, young people are portrayed as perceiving old school music as 
authentic due to displays of technical proficiency and mastery. Catalano (2013) links the 
resistance to the ‘new’ and the popularity of 1970s rock to its “decadence”: 
The days of guitar and drum solos are long gone; that kind of indulgence is 
almost frowned upon in today’s tightly packaged music. Maybe the reason 
people who didn’t grow up in Zeppelin and The Who listen to those bands 
is because they’re finding something that’s missing from the current rock 
scene.  
 
Again, cultural superiority is apparent when comparing old school with 
contemporary music. Old school music is represented as being created by 
artists who could ‘actually’ play their instruments well. However, this 
artistic ‘wanking’ has been perceived to be undervalued in contemporary 
music charts. Young people are represented as symbolically resisting new 
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music in favour of the technically “superior” and “authentic” old school. 
(Catalano 2013) 
 
Discourses about young people often articulate the way in which they harness the ‘new’ to 
construct and emphasise their cultural difference to adults. However, young people appear to 
be more and more enamoured with the old school. In an interview with The Daily News 
(2014), Bob Newman, the CEO of the Cooly Rocks On festival, claimed young people were 
more receptive to rockabilly culture than they were in the original era. The festival, which 
includes live rock ‘n’ roll bands, dancing, a fashion competition and hot rod showcases, is 
touted by organisers as Australia’s largest 1950s and 1960s nostalgia event held on the Gold 
Coast (Daily News 2014). In 2013, it attracted more than 94,000 people over a two-week 
period (Daily News 2014). The shift in the way rockabilly culture has been adopted by 
contemporary young people is expressed by a young dance instructor mentioned above who 
told The Newcastle Herald that: 
It’s not just about dancing anymore. There’s cars and tattoos. And the 
crowd is probably getting younger, not older. Roller derby overlaps. They 
enjoy the same kind of music, the retro feel. That also merges into this 
culture that has come about. It becomes a bit of a lifestyle for the people 
involved. Their whole social life revolves around it, and it becomes their 
individual sense of style … It’s definitely a case of old things becoming 
new. It’s kind of like it’s cool to be old school. (Rockman 2012) 
 
The nature of young people’s understandings of old school music as authentic are framed as 
being informed by family members. The Associated Press (2011) interviewed teenagers who 
explained the origins of their love affair with analogue music. For example, a 16-year-old girl 
tells of how her grandfather passed down his records and player to her with the advice, “listen 
to it the way it was made to be listened to.” The comment reflects advice passed down by 
paternal authorities. In this way, the use of old school technology to experience old school 
music is legitimised by the ‘old guard’ of music fans.  
 
The appeal of authenticity is portrayed as being transferred to or picked up by young people 
to the degree their family members’ values of music are reproduced in them. For example, 
the young girl from the article states that “listening to old music remastered to a newer format 
is almost comical. They weren’t meant to be digitalized. Listening to Jimi Hendrix on my 
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iPod doesn’t capture his endlessly deep guitar solos quite like a 33 LP of ‘Blues’ does.” 
Moreover, the authenticity emphasised in the ‘old school’ is also expressed to varying 
degrees. For example, the man telling his granddaughter to “listen to [music] the way it was 
made to be listened to” demonstrates a cultural superiority that comes from the act of 
experiencing old school music through older technology. In other terms, the authenticity 
found in listening to old school music can be magnified by reproducing additional elements 
of ‘originality’ that create, in the listener’s mind, a heightened authentic experience. 
 
Young people’s love affair with retro music is characterised in the media as involving the 
practice of collecting vinyl records. An article by Associated Press (2011) highlights this 
trend in an article titled “iPods in one hand, vinyl records in the other; Digital generation 
includes some old souls.” The title itself explicitly focuses on the contradiction in the way 
that young people listen to music. The dominant idea that young people only listen to digital 
forms of music is challenged by their participation in vinyl culture. This trend contradicts 
industry and academic reports which suggest young people mostly consume digital forms of 
music (Dilmperi, King and Dennis 2011) or that the consumption of music is shifting away 
from tangible formats to the digital downloading of single songs (Ogden, Ogden and Long 
2011; Warr and Goode 2011). Vinyl albums, as Bennett and Baker (2010, 43) argue, are 
considered timeless and “deserving of attention as authentic documents of critical periods in 
both musical and broader cultural history.” There is a perception amongst music fans that 
vinyl, as Yochim and Biddinger (2008, 183) argue, is more authentic and warm in sound due 
to its flawed properties with crackles and pops – a property which Rolling Stone complained 
about in 1979. They also point to an earlier resurgence of vinyl when Rolling Stone 
announced that vinyl had died in 1988 but then in 1993 stated it had made a ‘comeback’ 
(Yochim and Biddinger 2008, 187). 
 
Young people’s resistance to newer technology and digital remastering is perhaps an effect of 
mediated reports discussing the authenticity of old school technology. For example, Jem 
Aswad (2014) writes for National Public Radio about how truly authentic music is 
experienced through authentic and original technology. She begins by reflecting on how the 
Beatles’ canon has been ‘revisited’ mutiple times since the albums have been re-released onto 
CDs. However, she points out how “revisiting the canon” on digital platforms has now been 
turned on its head in favour of analogue. Burns (1996, 135) argues that the conversion of 
music from vinyl to CD is seen as “tampering with the original,” and as “the new improved 
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past gains relevance [it] loses authenticity.”  
 
Aswad (2014) discusses how the next reproduction of part of the Beatles’ catalogue attempts 
to be truly authentic in every sense. She highlights the contradiction in the process of re-
releasing the Beatles’ albums stating, “it’s a paradoxical, back-to-the-future, somewhat 
perplexingly retro exercise: releasing mono vinyl editions of possibly the most scrutinised 
canon in the history of recorded music – in 2014.” In particular, recent re-releases of the 
Beatles’ albums have been produced on 180-gram vinyl, not in stereo, but mono. The albums 
will be “meticulous, near-exact reproductions of the original British releases: with the same 
fold-over sleeves, similar laminated front covers, the same typefaces” (Aswad 2014). In this 
case, an experience of the old school that is embroiled head-to-toe in tangible authenticity is 
valued more than an appreciation of the old school at ‘arms-length’. 
 
The authenticity of the re-releases comes from the replication of old school production 
values. Aswad (2014) states that fans believe “mono versions are the ‘real’ Beatles albums” 
since it was the version audiences would hear on AM radio bands during the 1960s. Also, 
while the Beatles were absent for the stereo mixing of Sgt. Pepper’s Lonely Hearts Club 
Band they were present for the mono mixing - making it, in the eyes of the audience, 
“Beatles-sanctioned.” The eyes of the audience do not only belong to those who have 
experienced the Beatles live in concert but also include those of young people. Aswad (2014) 
argues that “you don’t have to be an audiophile or over 40 to appreciate [the mono re-
releases].” She states that “for younger fans, it’s a more authentic experience than the past 
couple of generations have had.” In this way, the appreciation of a heightened level of old 
school authenticity is not limited to music veterans but can also be adopted by young people. 
 
While the vinyl re-releases are held up by Aswad (2014) to be authentic, she does 
acknowledge that there are new additions in the form of longer ‘fade-outs’ that allow fans to 
hear more of McCartney’s adlibbing or other sonic rarities. Overall, she argues that the value 
of the re-releases exists in the “period details that evoke the same sensations as muscle 
cars...an intangible memory flash, a tantalising tug of nostalgia.” Reflecting on the listening 
experience, she states that “it’s a geekishly fascinating if minor alternate history: the canon is 
not as set in stone as you once thought.” In this way, not only is the Canon being revisited 
and curated as a special authentic vinyl – but it is also being given slight embellishments 
through sonic additions. These sonic changes can be framed as introduced elements that are 
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new and not present in the original releases. However, they can still be considered authentic 
in the sense that they were present on the raw studio tracks. As such, the feel of authenticity 
still exists with these additions, only that it is an alternate, perhaps more detailed version of 
the original releases. 
 
Conclusion 
The previous chapter examines the ways in which parents are constructed in the media as 
being involved in their children’s fandom of popular music. In comparison, this chapter 
unpacks how young people’s fandom of old school music has been framed in the media 
relating to two specific discourses: canonisation and authenticity. Investigating how these 
seemingly unrelated phenomena are constructed within the media is integral to this research. 
For instance, this discourse analysed in this chapter reveals how some young people are 
drawing on the ideas of popular music canon of ‘classic’ rock and authentic music to justify 
their tastes. This insight generated from mediated texts helped to structure the content and 
areas of discussion in the interviews conducted with families. More importantly, insight 
generated here demonstrates instances of Chaney’s (2004) notion of cultural fragmentation in 
relation to popular music, youth culture and families. Young people are not only engaged 
with the latest forms of popular music but they have developed a taste for old school music 
that often characterises adults’ tastes. These mediated cases of cultural fragmentation provide 
a useful contrast to data gathered from audience interviews. From chapter six onwards, it will 
be clear how the discourses uncovered in these textual analyses closely mirror those that 
emerged from the conversations held with families. 
 
Returning now to the findings, canonisation, as discussed in this chapter, refers to the way 
young people’s knowledge of popular music appears to be heavily shaped by the music 
industry. Various accoutrements, such as band merchandise, feed the construction of youth 
culture identities but also serve to perpetuate the importance of ‘great’ artists who are worth 
remembering. This process of memorialising and celebrating the old school is reinforced by 
retrospective articles from online music magazines such as Rolling Stone and by online 
streaming services in the vein of Spotify and YouTube. The wider popular culture industries 
like the film and television sectors are also significant contributors to the canonisation of 
popular music. Young people are exposed to popular music canon via multiple platforms and 
are provided easier ways to access the related content digitally. Simultaneously, Internet 
platforms and digital content creation tools have allowed young people to reimagine or 
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recontextualize old school songs for their entertainment, inadvertently contributing to the 
perpetuation of popular music canon. 
 
The second half of the chapter discusses how canonisation has presented young people with 
the cultural resources for developing identities that run counter to dominant forms of youth 
culture. Young people are framed in the media as searching for alternative forms of popular 
culture to render themselves as unique. However, they are doing so through the indulgence of 
popular culture that is in their eyes considered to be old school. Their rationale, as reported 
through news articles, is the old school inherently possesses something that is ‘raw’ and 
deemed ‘authentic’. Authenticity in relation to music takes on a range of meanings ranging 
from unpolished, lo-fi audio quality to the technical prowess or songwriting ability of artists. 
Authenticity is a key concept that emerges in this chapter but plays an integral role in 
unpacking data generated within the family interviews. 
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Chapter 6 – Data analysis: Adults and individuality 
 
The way in which people construct their identities has become more fluid and unpredictable. 
During the post-war period, cultural products were used to configure generational identity. 
This practice has, in recent years, become further complicated as people adopt cultural 
products outside of identity groups synonymous with the materials (Chaney 2004; 
Featherstone 2007). People establishing and reconfiguring their identity in the contemporary 
era are characterised in media discourse as peculiar or odd (Bennett 2012; 2013). This 
chapter explores how adults integrate youthfulness as part of designing their contemporary 
identity and expands on the work that investigates how ageing fans take actions to stay 
involved with music and the music scene (Bennett 2012; Hodkinson and Bennett 2012). 
However, Bennett (2013, 35) warns of the “danger of overemphasising a preoccupation with 
youthfulness among ageing baby boomers and post-boomers,” finding that “none of the 
ageing music fans interviewed … expressed a desire to be ‘young’ again.”  
 
Following this line of argument, this chapter sets out to determine how adults incorporate 
youthfulness into their identity and balance it with their adult lifestyle. Youthfulness in this 
chapter refers to the inclusion of youth elements into the adult identity rather than a yearning 
to return to one’s younger years. The word ‘youth’ has come to represent more than a 
biological category, now standing as a label for cultural resource for identity groups 
(Grossberg 1992; Frith 1984; Bennett 2012; Bhat 2013). Grossberg (1992) argues the 
meaning of youth should stay “uncertain” as it has been envisioned in a myriad of ways, 
leading to a fluid and non-unifying category. This thesis focuses not on the category of youth 
but on ‘youthfulness’ – a lifestyle choice. In this capacity, adults have embraced ways to 
include youthfulness in their way of life. 
 
During their youth, adults created space between themselves and their parents but now this 
activity has taken on new elements as they have aged. As Grossberg (1992) has argued, when 
older generations such as the baby boomers have become parents, the distinct youthful part of 
their identity has come into conflict with the youthful identity of the biologically young. Both 
groups of people on opposite ends of the age spectrum find ways within the discursive 
struggle to assert youthfulness as part of their identity. The struggle over the ownership of 
‘youth’ between adults and the young people can be analysed by focusing on how each 
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identity group plays with their cultural construction. Chaney’s (2004) idea of cultural 
fragmentation provides a lens to identify contradictory contemporary practices. One of the 
cultural resources utilised by identity groups is music taste. The adult cultural identity is no 
longer strictly bound to the music tastes typically and discursively attached to them as it has 
been in previous decades. The following section details how adults are refashioning their 
identity by adjusting their tastes either by maintaining their love for old school music or 
including contemporary music into their playlists. 
 
This chapter sets out how adults construct youthful identity through the consumption of ‘old 
school’ and contemporary youth music. It argues that adults listen to music from their early 
years to revisit a previous period in their life, thereby constructing a youthful identity. Such a 
practice demonstrates how youthful identity is preserved by resisting and ignoring shifts 
within the contemporary music space. Adults’ youthful identity is not only constructed by 
listening to old school music and ignoring the present. It is carefully reinforced through the 
ways adults position themselves as authorities on youth culture.  
 
The act of doing so suggests adults construct themselves as an elite class in the popular music 
realm and the guardians of good music taste. Adults use their musical knowledge to protect 
their position. They run to the defence of their music, arguing how it possesses qualities that 
earn it the right to be appreciated amongst the slew of music produced by contemporary 
artists. Simultaneously, adults attempt to undermine the contemporary tastes of young people. 
Attacking new music on the basis of its instrumentation and meaning gives adults licence to 
explain why old school music is superior. Adults canonise old school music as significant 
cultural products in the hope of constructing it as timeless. Doing so helps to reposition old 
music from being old to being significant enough that it can be compared to contemporary 
youth music. Old school music represents adults’ youthful identities, and for that reason, 
adults continue to protect and cherish it as they age.  
 
While adults defend old school music as timeless and significant, they also listen to 
contemporary youth music to reboot their youth. In this way, they are not reliving their initial 
youth but are constructing a new one. Adults argue that listening to old music has become 
stale and made them feel dated. To shed their old skin, they use contemporary music to inject 
youth into their identity. With the use of their musical knowledge, adults can find ways to 
enjoy contemporary youth music. Their experience with music allows adults to critique 
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contemporary music in a similar way to how they attack it, but instead, they use it to easily 
detect new music that suits them. 
 
Reflections of Youth: Memories in music 
As mentioned in the literature review, adults have always tried to incorporate a youthful 
lifestyle into their identity. This practice continues in the ways adults listen to music from 
their youth. In this mode, adults reject contemporary tastes outside their own to focus on the 
youthfulness they construct within the music they listen to. Their youthfulness can be 
embodied and maintained in physical representations of their music tastes. For example, 
rather than listening to his vinyl, Matt keeps it as an “artefact” to represent memories of his 
youth (Personal communication, April 27, 2015). He explains how the evolution of music 
media has threatened his idea of how music should be valued. In Matt’s opinion, the 
transition from vinyl, to compact discs, to digital files has diminished the significance of 
album artwork. He states, “It’s cruel for me to see how that 12 square inches of art got shrunk 
to a quarter of its size and now has disappeared altogether.” Not only is artwork an important 
hallmark of music, Matt believes one of the appeals of listening to vinyl was the inability to 
skip tracks effectively.  
 
This means that listening to vinyl provides a greater and well-informed understanding of an 
artist’s creative work. He positions himself as a dedicated music fan for having to listen to 
“Death on Two Legs” and “God Save the Queen” on Queen’s A Night at the Opera while his 
son can skip through songs he does not like. Comparing his experience of music during his 
youth to the current state of music, Matt proclaims, “That side of music is irrelevant now.” 
Matt’s version of experiencing music has been made obsolete, signalling how vinyl has 
become perceived as no longer the standard of music distribution and serves as a reminder of 
how his music has aged. As the contemporary music scene is no longer recognisable, Matt 
places a renewed value on his vinyl collection because it represents his youth.  
 
Adults encapsulate memories of their youth within their old school music tastes. Hamish’s 
old school music tastes represent the times during his youth when he constructed an initial 
form of his youthful identity (Personal communication, May 12, 2015). He explains how 
music from the 1980s and 1990s reminds him of the time he was most actively listening to 
music and attending live performances of music. It was also the time he had large amounts of 
leisure time and disposable income – characteristics that define youth culture. Although he 
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favours old music and categorically states it is ‘better’, he admits to knowing some of the 
“old stuff is pretty rotten.” In constructing his youth identity, Hamish conveniently dismisses 
the worst parts of older music and presents a touched-up version to emphasise the best 
memories of his youth. Hamish’s old school hard rock tastes represent his youthful energy, as 
he states that the 1980s and 1990s were when he “had the most time to input into [music 
fandom].” Likewise, Samuel 1and Alexa describe their music tastes as “rock ‘n’ roll stuff” 
spanning from the 1960s to the 1990s (Personal communication, May 9, 2015). They state 
that the reason for keeping to that period in music is because it was “the soundtrack of [their] 
lives” while coming of age. Ally explains the attraction of the music from adults’ youth 
arguing that while she is fine with listening to newer styles of music, she especially enjoys 
listening to certain older songs that trigger memories of certain places and years (Personal 
communication, April 19, 2015). She states that the recalled memories are “very strong – like 
smell.” 
 
Although adults use old music to remind them of their youth, they sometimes prefer to reside 
in the authentic and original versions. While Kylie describes how she prefers listening to 
older music, she does not enjoy experiencing old school music that in her eyes, is a shadow 
of its former self (Personal communication, May 24, 2015). For example, she explains the 
reason why she refused to attend the Australian leg of Queen’s 2014 tour with Adam 
Lambert. Kylie believes that while Queen is still enjoyable music, she did not want to 
experience it in a “kind of time passes, fragmented form” as it would “look weird” due to the 
absence of Freddie Mercury and, bassist, John Deacon. Alternatively, she expresses how she 
would rather travel back in time to see Queen play at Brisbane’s Festival Hall in 1976. By 
discussing and dismissing the current form of Queen and preferring the original line up, Kylie 
symbolically rejects the ageing of her music tastes and herself. By choosing original Queen 
over Queen 2.0, she expresses a preference for a version of the band that best reflects an 
understanding of her past youth. Adults’ reminisce about their version of their youth as 
channelled through their old school music tastes. However, they not only prefer their old 
school music but seek to protect it while simultaneously and actively taking steps to integrate 
a youthfulness into their adult identity as defenders of popular music. 
 
                                                
1 Samuel is a professional entertainer who impersonates Freddie Mercury. 
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The caretakers of popular music 
The discourse concerning adulthood since the post-war age is that adults are expected to enter 
the world of responsibility and symbolically leave behind youth culture interests developed 
during their teenage years. As Bennett (2013, 19) argues, “with age, it is assumed, individuals 
grow out of their rock, punk, and other ‘alternative’ identities and assume identities and 
attendant musical tastes more attuned to their status as mature, responsible ‘adults’.” Adults 
have sustained rather than shed their popular music tastes. In this study, adults were found to 
have taken up the position of caretakers of popular music. 
 
During the time adults were young, their generational identity was discursively shaped as 
being the ‘best-educated’ and most important group of young people in history (Grossberg 
1992). This rhetoric appears to have persisted with every generation since the post-war 
period. The expected confident attitude resulting from this cultural positioning has been 
exercised by adults as they establish their authority as protectors of quality music and music 
historians. Doing so provides them with an opportunity to include a youthfulness into their 
adult lives by positioning themselves as authorities of music and defining the criteria upon 
which, popular music should be judged. For example, Allan, aged 57, implies his generation 
were the first and original popular music fans (Personal communication, April 25, 2015). He 
describes himself as having an eclectic mix of music tastes, including classical, jazz and 
classic rock. He specifies that the latter is the music he listens to often in the car, citing Led 
Zeppelin, Pink Floyd and Cream among his favourite artists. He argues current music genres 
take their queue and influence from innovations made by the likes of his favourite artists, 
stating, “In that era … that’s where [music] really took off.” By claiming he and his favourite 
rock artists occupied a significant space in music initially, he attempts to illustrate how 
contemporary music should pay its dues to its sonic ancestors. 
 
This research frames adults as guardians of popular music, through the celebration and 
defence of old school music. In a similar study conducted by Bennett (2006, 229) veteran 
punks often used their authority to allow themselves to act as “informal educators” of young 
punks by providing anecdotes and historical information about the scene. Throughout the 
process, Bennett (2006, 299) noted how the older punks in these cross-generational 
exchanges, would hand down their “personal canon” of the scene and in this way view 
themselves as “preserving the punk aesthetic” for the next generation. Bennett (2013, 132) 
argues that “as self-elected role models, older members of particular music scenes often come 
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to regard such mentoring and education as an integrated aspect of their lifestyle politics.” 
 
In their authoritative roles, adults perceive popular music from their youth as holding much 
more authenticity than what has followed it. This discourse demonstrates Frith’s (2007, 32) 
statement that the popular music adults gained an admiration for in their youth was seen as 
“not imposed from above” and “did not fake emotion.” Samuel and Alexa describe their 
attraction to music from the 1980s. At the risk of sounding “like an old fuddy-duddy,” 
Samuel believes music from that era “was just more honest.” Alexa adds that she prefers the 
arrangements and compositions of the songs from the 1980s, arguing contemporary music 
cannot match it. She reinforces Queen’s canonical status by describing their songwriting 
style. She says, “They're different … They seem to have found a combination with the 
powerful lyrics and the arrangement and the melody.” Samuel states music produced during 
that time had “more things happening with melodies and guitar solos,” making it “more 
challenging music to play” compared to contemporary styles. In claiming their version of 
popular music was ‘honest’, adults appear to ignore the idea their music originated with 
commercial intent as Frith (2007, 31) argues, popular music is a “mass-produced, mass-
consumed, commodity.”  
 
Adults construct their authoritative, caretaker role not only as veteran fans but as veteran 
musicians. Forty-four-year-old Luke2, for example, explains that as a guitarist, dominant 
forms of contemporary music have ignored the use of his instrument (Personal 
communication, May 9, 2015). In his eyes, the guitar is an essential component of music. As 
a music fan, Luke claims the ability to easily determine famous guitarists when listening to a 
piece of music. He states, “I love the way they craft.” This statement suggests Luke’s 
understanding that musicians who write music are capable of ‘crafting’ rather than 
‘producing’ music. He explains ‘good’ musicians care about their artisanship and intricate 
details of writing and recording music. In relation to guitars, he makes the point that a 
musician needs to rely on skill while recording and could not fix mistakes easily by using a 
computer to program the music. Luke expands his argument, stating, “There’s nothing more 
satisfying than seeing five guys standing on stage [playing their instruments].” He stresses a 
professional drummer can outplay a drum machine. The caretaker part of his identity feels the 
                                                
2 Luke is a professional musician who personally knows Brian May, the guitarist from Queen. 
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need to correct what appears to him to be wrong with contemporary music. 
 
Through the creation of their popular music canon and criteria, adults simultaneously position 
themselves as the guardians of ‘good’ music. They maintain a sense of youthfulness in their 
adult state by reinforcing the characteristics of music from their youth as exemplars of ‘good’ 
music. This is demonstrated by the way Alison exercises her musical knowledge to detect 
when an artist cannot perform the song properly or requires the aid of auto-tuning to help 
them reach the correct pitches in front of an audience (Personal communication, April 21, 
2015). Whether it is guitar-based or computer-generated music, adults construct their 
authority by prescribing what qualities ‘real’ music should possess.  
 
A part of adults’ reinforcement of their popular music canon involves declaring authenticity 
based on the narratives told by artists. For example, Matt appreciates how veteran music 
artists painstakingly write songs and construct album track listings. He also makes a point of 
how albums to these artists are narratives and can be sources of their authenticity. Matt 
explains how authenticity makes Neil Young’s music seem fresh. Matt gains an increased 
understanding about Neil Young’s autobiographical songwriting style by reading contextual 
information in a hard copy autobiography. He states, “It actually feels like he's taken a very 
large chunk of himself and put it on tape to share rather than imagining something and saying 
this is my hit for the minute.” Matt constructs the narrative artistry as revitalising Neil 
Young’s older music. He declares, “I can still go and put on one of his records from 1973, 
and it still feels fresh and alive, and not as though he’s fake.” Matt’s argument suggests that 
adults use authenticity to position older music as holding up against contemporary music. 
Contemporary music is framed as having a fleeting shelf-life. 
 
Taking steps to support their canon, the caretakers point towards the longevity of old school 
music and promote its preservation. For example, Matt argues songs from Queen’s genre-
diverse back catalogue would even be popular if released as contemporary music under an 
obscure artist pseudonym. Jessica agrees old school music from the 1970s and 1980s still 
holds up today in the way young people can come to appreciate it (Personal communication, 
April 28, 2015). She states “I think you could play that music to a kid now who has no idea 
who they are or how old they are, and they could just as well go, ‘Oh, wow, that's fantastic, 
who are they?’” Even though young people “have no recognition” of the old school, Jessica 
argues they can enjoy it because she believes music has not changed significantly since the 
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1970s and 1980s.  
 
Similarly, Mia believes that the majority of music is susceptible to ageing but argues music 
produced by bands like Queen is immune to the effects of time (Personal communication, 
May 12, 2015). She constructs Queen as a canonical rock group by explaining how young 
people are still able to enjoy their music. In her eyes, the fact Queen’s music is still enjoyed 
by young people is “a real testimony … to how good the quality is, of the music, and just 
how amazing that band was.” This statement suggests adults keep their youthful identities 
intact by emphasising how actual young people can enjoy the sounds of the old school. In this 
way, adults feel their music does not age if it continues to be picked up by younger 
generations. Comparing the possible future of contemporary music, Alison insists classic 
rock bands such as The Beatles, U2 and Queen wrote well-known popular songs, yet 
questions whether contemporary songs will be canonised two to five decades later.  
 
Adults are inspired by the ageing artists who speak to their generation and can remain 
popular within the contemporary music scene. Luke recalls a conversation he had with Brian 
May in recent years where he had been told Queen were “busier now than they ever were.” 
To emphasise their unexpected lasting success, Luke states, “They’ve actually been Queen 
longer without Freddie.” The British group formed in 1970 with Mercury at the helm up until 
his death in 1991. For the following 24 years, Queen has called in various singers to assist 
them, with the most recent being American Idol 2009 runner-up, Adam Lambert. The version 
of Queen that exists today continues to play the hits that contributed to their success without 
the need to create new material. As Alexa points out, even though they no longer release new 
music, their existing back catalogue allows them to continue touring. Adults like Luke, frame 
old school artists and their music as still highly influential in the face of passing time. They 
do this by canonising various elements of the old school, explaining why their music 
continues to be appreciated. This practice of fandom allows adults a way to symbolically 
defend and preserve their youthful identities through their praise of timeless old school 
music. 
 
Further adding to the support of their popular music canon, adults claim older and classic 
artists inspired the generation of musicians who followed them. As Luke states, four 
members of Queen are exceptional musicians and songwriters, but especially emphasises 
Brian May and Freddie Mercury as the pinnacle of rock talent. He also references other 
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British 1970s rock bands such as Led Zeppelin and The Who as bands where each member 
possesses great musicianship, believing such a pool of talent in one group is relatively rare. 
Compared with these rock bands, Luke places a premium on Queen because they have a 
massive cross-genre appeal to fans of heavy metal, rock and pop. He states that “They made 
songs of their time, but they don’t date somehow.” Luke elaborates on his argument 
explaining how the famous heavy metal band, Metallica, and female pop artist, Lady Gaga, 
have openly credited Queen as one of the most influential bands in popular music. Samuel 
similarly brought up this point during his interview, arguing how Queen’s fast-paced and 
heavy hitting “Stone Cold Crazy” inspired the members of Metallica to establish a band. He 
also points out how more contemporary artists contribute to the preservation of old school 
music when they perform covers, such as when Green Day performed Queen’s “We Are the 
Champions” in 2004 at UK’s Reading Festival. The appeal of Queen is summarised by 
Luke’s statement that Queen “managed to somehow speak to all kinds of music fans.” 
 
Adults praise classic artists’ ability to weather the hard times while also being able to write 
highly influential tunes. According to Luke, Queen is one of few rock groups where each 
member has written a highly popular song compared to other instances where only one of two 
members are songwriters. Additionally, Luke’s respect for Queen escalates because he values 
how the band line-up had never changed when they were still producing material. He 
proclaims, “It was only ever the same four blokes … just the same four guys who created 
everything from ‘Another One Bites the Dust’ to ‘Stone Cold Crazy.’ That’s pretty 
impressive stuff.” Hamish explains how part of Queen’s greatness was their ability to 
produce songs that were not always squarely rock. He argues a listener would find it hard to 
tire of Queen due to their diverse range of songs. This factor, he believes, makes Queen 
“resistant to time.” Hamish argues the more someone learns about Queen through their 
music, the more they will come to appreciate them. Despite listening to old school music, 
such as Skid Row and Guns N’ Roses, which he considers heavier and harder rock than 
others, he described how he eventually came to appreciate Queen’s music. This story 
establishes Queen as a band capable of appealing to audiences of different genres and further 
cement their importance in popular music canon for adults.  
 
The way adults discuss their music idols is a practice contributing to the construction of their 
personalised popular music canon. Both Patrick and Ally dared to compare Queen’s iconic 
status to the likes of The Beatles and The Rolling Stones. Patrick argues that The Beatles 
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“produced thousands of songs” and because of this “they had to have a couple of hundred that 
were good” (Personal communication, August 5, 2015). He argues how even though Queen 
may not have written as many songs, the “quality was higher.” In Ally’s opinion, these 
British rock groups are the “ones that won’t be forgotten with time” insisting, “they will be 
timeless.” She elaborates on her position by explaining in her eyes how music audiences will 
in time forget artists whose flame burned out too quickly or had a fleeting moment as one-hit 
wonders.  
 
Ally believes Queen have staying power, stating, “People will always look back and 
remember them … They will always be around.” In a similar fashion, Samuel constructs 
Queen’s music as though they are significant historical artefacts. He asserts, “It’s like it’s 
from another dimension,” and then goes on to compare it to ancient history, stating, “It was 
like they always ask, ‘How did the pyramids get made?’” He believes Queen’s music will 
“live on” because “the music is just too good” and declares “I’m not saying it because I’m a 
fan.” Alexa agrees with her husband’s evaluation, stating, “They’re just timeless.” This belief 
reveals the tendency of adults to insist old school music is categorically and objectively 
superior, framing it as resistant to the effects of time. Samuel elaborates on Queen’s superior 
music in that he believes the music “will never ever fade into obscurity because it is just 
ahead of its time.” Adults claim old school music is future-proofed and this claim allows 
them to sustain a sense of youthfulness in their maturity. 
 
Conflict and the contemporary 
Young people have been historically characterised as rejecting parent and establishment 
culture and their impending adulthood (Grossberg 1992; Frith 1984). On the other hand, 
adults have been framed as being threatened by the incoming cultural tastes and practices of 
young people. In the contemporary era, the adult identity appears to comprise of elements 
from both of the aforementioned discursive formations. In typical youth culture style, adults 
reject the conventional discursive makeup of adulthood, as adult culture embraces what is left 
of its tethers to a sense of youthfulness. Young people used their popular music taste to 
distinguish themselves from adults and their perceptibly out-dated tastes, while adults 
analysed the moral character of young people according to the music they listened to 
(Grossberg 1992; Frith 1984). Although adults continue to judge young people’s moral 
characters on music taste, they also judge the artistic and authentic qualities of young 
people’s music. This practice highlights how adults are seemingly resistant to newer music 
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and therefore rejecting parts of young people’s music tastes, rendering them illegitimate by 
adults’ standards. 
 
Youth was theorised as a cultural category with shared experiences (Frith 1984). However, it 
has come to be that the primarily youthful experience of listening to popular music previously 
relegated to young people, now includes adults. Popular music has become a platform for 
dialogue between young people and adults (Bennett 2012). As Frith (1998, 109) states, 
“arguments about musical meaning depend on shared understandings of musical codes.” In 
this particular context, adults fiercely debate the qualities of older and more contemporary 
popular music. Popular music has placed adults and young people at the same level of 
cultural understanding that allows them to exchange ideas of music with one another. Even 
though music genres are becoming increasingly “multigenerational,” they “often engender 
their own generationally marked tensions” (Bennett 2013, 123).  
 
In this way, an understanding of popular music sets the stage for increased interactions and 
clashes between adults and young people along the lines of taste. Ageing punks in Bennett’s 
(2013, 135) study “identified generationally marked differences in musical taste as a key 
cause of conflict” as well as noting that there were differences in what they deemed as 
acceptable crowd behaviour exhibited at events (stage diving and crowd surfing). The 
intergenerational conflict emerging through music taste does not appear only through adults’ 
perceived understanding of young people’s music being too abrasive, but also the opposite – 
that young people’s music is also not shocking enough. What enables adults to pass 
judgement on contemporary music and young people’s tastes is their long history and 
experience with music. In a subcultural context, Bennett (2006, 228) found veteran punks 
take it upon themselves to ensure the “survival and development” of the punk scene. This 
caretaker mindset exists because veteran punks mobilise their “collective authority” 
constructed by their age and prolonged commitment to the scene “to supply critical 
judgement on the scene and those involved in it” (Bennett 2006, 228). What follows here is 
an examination of how adults seek to protect the mainstream popular music scene as defined 
by themselves. 
 
Adults fall back onto the music of their youth because they perceive a disconnect between 
their musical tastes and stylistic changes within contemporary music. Matt explains how his 
music tastes have not changed in the last 20 years and frames his listening habits as “fairly 
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structured and staid.” He explains during this time he has been listening to classic rock artists 
dating from the 1960s to 1990s, such as Dire Straits, Bruce Springsteen and The Eagles. It 
was during the middle of the 1990s when Matt decided to actively partake in the dominant 
styles of music occupying radio airwaves during that time. Similarly, Hamish explains he has 
tended to stick with his favourite artists of the 1980s and 1990s because he perceived what he 
sees as unlikeable changes in the styles of music. From his perspective, Hamish understands 
music inevitably “develops in time”, and he may or may not find music he likes as a result. 
Although some adults maintain their tastes by staying with what they have always known, 
others do so by arguing that there is no need to listen to new music that mirrors their own. 
 
Adults make an effort to maintain a sense of youthfulness by claiming contemporary music 
has not greatly diverged or differed to the music of yesterday. Chris argues contemporary 
music has not significantly changed since the 1980s (Personal communication, April 28, 
2015). He states, “It hasn’t really changed that much. It hasn’t really evolved that much, and I 
don’t think it can evolve too much more. Where can we go?” In other words, Chris believes 
the contemporary popular music scene has not witnessed a significant upheaval in 
songwriting and sounds for more than 30 years. He explains how the 1980s “was a real 
turning point in music” where artists such as Frank Sinatra were ditched in favour of 
newcomers. Chris states, “We were getting rid of the real old, old stuff and coming into this 
thing where we can’t evolve too much into what we’ve got.” His comment suggests adults 
can listen to contemporary music without experiencing the feeling of great change.  
 
By the same token, his opinion also points to how adults perceive themselves as at the 
forefront of youth culture which is typically represented by dramatic shifts in the sounds of 
popular music. A clear example of this discourse is inherent in Chris stating, “I mean, we had 
all the punk rock back then.” In this sense, he is attempting to frame young people’s music as 
nowhere near as edgy as the music from his youth and imply young people do not yet grasp 
how to ‘do’ youth culture properly. Victoria shares the same sentiment as Chris, speaking of 
how contemporary music in her eyes is not greatly different to the music she experienced 
during her youth (Personal communication, April 25). She explains that when she hears 
artists her teenage daughter listens to, such as Taylor Swift, she is surprised the music is not 
grating to her ears. Unlike Chris, Victoria does admit that some genres of contemporary 
music such as dance and rap do indeed sound different compared to the sounds of her youth.  
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Adults construct themselves as knowing better about the breaking the rules and being 
shocking than young people. For example, Samuel explains how Green Day, an American 
punk rock band who gained popularity in the mid-1990s, performed Queen’s “We Are the 
Champions” at the 2004 Reading Festival in the UK. After introducing the example, he 
retorts, “That song rocks harder than their entire set.” Agreeing, Alexa deploys the well-worn 
statement, “They don’t do music like they used to.” Samuel and Alexa’s opinions 
demonstrate how adults position old school music as canonical while the music released after 
it does not live up to the standards set. Samuel and Alexa’s position highlights how they, as 
caretakers of popular music, defend their music by demeaning pieces of newer music they do 
not like. Similarly, Hamish has come to believe contemporary music, such as Ed Sheeran, is 
“[softer, smoother] and more processed” in comparison to his favourite artists such as Skid 
Row and Gun N’ Roses. At the same time, Hamish explains how his tastes are tough and raw 
compared to the standards of current youth music. By describing his tastes in this way, he 
positions his music as possessing an edge that young people are not able to stomach and by 
doing so preserves his music taste and youthful identity. While he perceives the majority of 
young people listen to the ‘softer’ styles of contemporary music, he sees that other young 
people wear Guns N’ Roses shirts in shopping centres and assumes they listen to old school 
music. Seeing other young people partaking in the fandom of artists he loves leads him to 
believe his tastes still appeal to teenagers. 
 
The style of the music is not the only thing adults claim has an edgier feel. They argue the 
aesthetics accompanying old school artists have a more striking feel. For example, Jessica 
undermines the rebelliousness and youth of young people by recalling experiences of music 
from her youth. She perceives young people believe contemporary artists are stretching the 
fringes of what is acceptable in the mainstream music scene. She states how they think 
“they’re really way out there and being really extreme” regarding their fashion style and 
performances. Jessica counters young people’s perception of boundary-pushing by describing 
Skyhooks’ flamboyant costumes and makeup as well as Kiss’ devilish outfits and black and 
white ‘corpse-paint’. Additionally, Luke explains how “it really didn’t matter if you looked 
funny,” as long as you could write ‘good’ quality music. 
 
Part of the conflict experienced by adults when encountering contemporary popular music is 
rooted in songwriting. As a guitarist, Luke devalues contemporary music by explaining how 
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it is defined by “nerd[s]” who are easily able to write and produce “three-minute techno 
songs[s]” on computers in “ten minutes.” Although he is thankful for technological 
advancements in general and identifies himself as an “adopter,” Luke explains it has “opened 
the floodgates” for “barely talented people to whack down a few beats and … some really 
inane lyrics over the top.” Luke reasons that contemporary music’s songwriting has suffered 
over the decades because the focus is more on the commercial rather than artistry. 
Contemporary artists substitute substance for visual appeal, as Luke states, being able to sing 
“doesn’t matter … because the end result is the CD and the film clip.”  
 
Along the same argument as Luke, Matt explains how good music possesses a strong 
narrative like a good film would. He states, “I think [music is] about believability, and I think 
it’s about depth.” He argues that the music young people listen to is “very shallow” and is 
backed by highly generic song structures. Citing Pink Floyd, Mark Knopfler from Dire Straits 
and Bruce Springsteen, Matt states, “These are people that haven’t sat down for three minutes 
and pumped out something that needs to fill out their latest CD.” His opinion asserts 
contemporary music is created not out of the need to produce a meaningful story, but to 
complete a quota for the production line. Matt’s position also exemplifies how contemporary 
music and possibly young people do not value storytelling and the mental sustenance it 
provides. Siding with Matt, Aaron explains how contemporary artists are straightforward and 
frames old school artists as having subtle and coded meaning in music. He states artists “hid” 
their messages. He uses Taylor Swift as an example of a songwriter who, to his ears, has an 
explicit way of writing. In other words, he believes contemporary artists are not clever 
enough in their craft, but instead, focus on making their messages very easy to understand for 
audiences. 
 
Rather than describing young people’s music as noise, Gianna constructs it as music unable 
to be differentiated from one another (Personal communication, May 24, 2015). She uses 
Demi Lovato as an example to point out how from her point of view pop artists “[sound] all 
the same.” Expanding on her argument, she explains her thoughts on how much of 
contemporary music is most likely “written by the same people, comes out of the same 
studios, [and] has the same beat.” This statement helps to discount the originality of 
contemporary artists as well as arguing young people do not listen to what is new, but to what 
is generic. In other words, young people’s tastes are not as edgy as adults’ old school youth 
music. Although, Gianna admits many contemporary female pop stars have “beautiful 
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voices,” she argues having good singing ability does not translate to being able to write a 
range of songs that sound different to those performed by other artists.  
 
Adults also take issue not only with songwriting but also the way contemporary music has 
been performed or recorded. Ryan explains how contemporary artists’ use of auto-tune 
software is overdone and has come to represent singers without technical proficiency 
(Personal communication, April 25, 2015). He states, “Mind you, and I’m sick of this – the 
tuner, the electric tuner in voices … Man, I’m over it.” He explains that he originally “loved 
it” on Cher’s 1998 hit “Believe.” Ryan credits the television musical drama, Glee, as one of 
the parties responsible for its overuse. In this way, he positions music produced with this 
effect and artists who use it as artificial and the young people who listen to it as not 
recognising real talent. Agreeing with Ryan, Aaron from a different focus group discounts the 
vocal capability of current boy bands. He credits auto-tuning technology with the downfall of 
‘good’ music. To him, the augmented singing talent is paired with the uncertainty of whether 
the accompanying music is played by musicians or is computer-generated. Due to these 
reasons, he concludes that “the music quality has gone down in the last 20, 30 years.” He 
argues, “the quality issue just can’t be understated” and believes the bulk of music audiences 
“recognise that there was enormous quality [in previous decades] compared to the vacuous 
empty pop music … experienced for the last 15 years.” 
 
Comparing the music from the 1970s and 1980s to contemporary styles, Jessica ascertains the 
latter “can be so manufactured” due to improved studio technology. She states, “Whoever 
thought you’d use a computer to make music?” Listening to modern music is a hit-and-miss 
experience for Jessica as she often asks, “Well, is that an instrument, or is that just 
manufactured on a computer.” Although admitting there are old school artists who are not 
technically adept at singing, she argues they compensated by being able to perform and 
entertain the audiences during live concerts.  
 
Adults take issue with the contemporary formats of music listening, associating it with ‘poor’ 
quality music. While Matt takes aim at songwriting, he simultaneously turns the crosshairs on 
current music listening formats. During Matt’s youth, vinyl albums forced the listener to 
consume the product as a whole. This allowed people to gain a complete understanding of 
what an artist wanted them to experience. By comparison, the ability to pick and choose what 
tracks to listen to without purchasing an entire album threatens Matt’s value. In this way, 
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adults perceive young people’s scattered, vulture-like approach of listening to music as losing 
touch with youth culture’s emphasis on symbolism. Matt states that artists spend time crafting 
their messages in the form of “two 20 minute sides or one 50-minute CD, only to have iTunes 
tear the heart out of it and say, ‘Well you can have the brain, but you don’t have to have the 
legs and the arms and the torso.’” By not taking the time to enjoy an entire album, young 
people do not experience the full meaning of an artist’s work. In this way, adults frame young 
people’s listening habits as without purpose and as such contemporary youth are seen as 
underprivileged.  
 
In the eyes of adults, contemporary popular music is rife with commercialism. Samuel 
expresses disgust with old school artists, once thought of as authentic, selling out to 
commercialism in the present day. He points to how British rock band, Status Quo, recorded 
their popular 1974 song “Down, Down” for a 2012 television advertisement for Australian 
supermarket chain, Coles. In the recent version, the lyrics read “Down, down, prices are 
down,” as opposed to the original “Down, down, deeper and down.” Samuel believes the 
band destroyed their artistic integrity for commercial reasons, stating, “They don’t care, good 
on them. They’re making heaps of money.” However, Gianna expresses a slightly varied 
response to the authenticity of old school artists. She agrees contemporary music is 
commercialised but admits artists from the 1980s shared a similar drive for commercialism. 
She perceives musicians from the 1970s as being from a different league of artistry and 
believes the line of authenticity ends at the beginning of the 1980s. Gianna points at the 
British bands of the 1980s to support her argument. She states, “They pulled out a few songs 
that were hits so you might have, three, four, five hits in a row and then it kind of fizzled 
out.” 
 
Samuel’s argument about the way iconic bands have given in to commercialism in the present 
day leads him to explain how he believes contemporary music is written to sound like jingles. 
He states, “Today if you take any song, close your eyes while it’s being performed and think 
of that as a jingle for Coca-Cola.” Samuel points to one particular song that epitomises his 
argument. “Geronimo” by Australian indie pop band, Sheppard, was featured in a 
commercial for Subway Australia and New Zealand in 2014. In an interview with The Sydney 
Morning Herald, one of the co-singers from the band, Amy Sheppard, explained how the ad 
helped them reach new heights. She stated, “It’s a business, and we need to make money so 
we can travel around the world. Why not? Sharing our music to millions of people around 
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Australia, not bad.” Samuel’s outlook illustrates how adults see contemporary music as a 
symbol of youth culture that has lost its edge and given into commercialism. For Samuel, 
jingles-as-contemporary-music does not compare to artistic feats as created by The Eagles. 
Mia uses One Direction as an example of the way contemporary music is bound in profit-
making. She frames artists during her youth as not producing a range of merchandise as large 
as the likes of One Direction, who sell branded oral hygiene products. The focus on consumer 
goods is what leads Mia to believe that creating music is a minor part of contemporary artists’ 
purpose. She argues that One Direction’s “massive” range of merchandise “grabs the kids.” 
Mia’s position suggests that adults perceive young people as easily susceptible towards 
commercial culture and unable to comprehend genuine music with meaning.  
 
Aaron agrees with the perception that contemporary artists are less concerned about making 
music and more focused on visual aesthetic. He states new music is a “distraction and about 
anything other than the music.” In his eyes, contemporary artists use costumes, “spectacle” 
and “razzle-dazzle” to compensate for a perceived lack of artistry. He compares 
contemporary artists with classic rock icons framing the latter as ground-breaking and 
responsible for distinctive changes in music. He states, “Music started changing around that 
time quite massively.” Aaron uses Queen as an example of the type of innovation, declaring, 
“They were pioneers in their day.” He points towards their music videos and stage shows as 
examples of how they impacted on aspects of the music world. Although he argues that 
current artists are more about costumes and spectacle than music, the examples he uses to 
privilege old school music relate to innovations that are not about music. 
 
In their caretaker role and drawing on their musical knowledge, adults critique the talent of 
contemporary artists. Patrick uses his knowledge of music to legitimise Taylor Swift as a 
genuine musician. He explains because she is a multi-instrumentalist and “not a fly-by-night 
musician,” she earns his respect. He states, “I kind of go wow, she’s actually a musician, not 
just a singer and she’s a good musician.” Similarly, Gianna approves of Miley Cyrus as a 
musician by measuring her up against old school artists. Miley’s successful music career is 
not solely because of Disney’s celebrity-making machine and needs to capitalise on Hannah 
Montana by expanding the media franchise into music. As Gianna states, “[Miley is] not just 
a one-hit wonder.” She argues that Miley’s reason for entering the music business was 
because of her “real … God-given talent.” Explaining her position further, she compares 
Miley’s talent to artists from the 1970s who performed music from a relatively young age. 
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Gianna concludes, “It wasn’t circumstance or ‘I want to be famous’. [Miley] did it from a 
true place.” The conflict experienced by adults when it comes to contemporary music is 
bypassed when they can give their approval. 
 
Compatibility and the contemporary 
Not every adult tries to prove their generation’s superiority using old school music to support 
their argument. Some adults maintain a distant and oppositional stance towards contemporary 
youth music, while others appear to embrace it as part of their adult identity. Adults who do  
are characterised in popular media discourse as engaging in adolescent behaviours despite 
their apparent maturity (Bennett 2012). Specifically, older fans of music are often described 
“in a negative or tongue-in-cheek way, in which they are referred to as … overgrown 
teenagers” (Bennett 2013, 14). Continuing, he states “the ageing music fan is often portrayed 
by the media as a cultural misfit – a dysfunctional, middle-aged individual longing for a 
return to the days of his youth” (Bennett 2013, 15).  
 
Adults who listen to contemporary youth music appear to be ‘rejecting’ adulthood as they had 
during their teenage years. Similar to struggling against authoritative and parental institutions 
when they were young, adults find ways to symbolically deviate from the contemporary 
discourse of adulthood. There is a symmetry between adults’ seemingly oppositional stance 
with that of their teenage years. From the post-war period onwards, young people have been 
framed by scholars as a group who have attempted to counter the authority of adults, the 
establishment and their impending adulthood (Grossberg 1992). Today, adults appear to 
refuse to live a bland adulthood by embracing the practice of allowing youthfulness to mix 
harmoniously with their mature lifestyle. They play with the understanding of adulthood as 
only being defined by regulation, discipline and boredom (Grossberg 1992). Throughout the 
post-war period, young people were groomed and expected by adult establishments to 
become responsible citizens (Grossberg 1992). As young people grow into adulthood, they 
negotiate their responsibilities and apparent maturity while maintaining a youthful lifestyle.  
 
The negotiation involves listening to contemporary youth music as a constructive 
performance of adult identity to stretch the defining lines of contemporary adulthood. 
Bennett (2013, 50) argues adults’ “ongoing engagement with post-war popular music” is an 
example of how the contemporary discourse of adulthood has come to include an essence of 
youth and in this way, adults demonstrate a “reflexive production of ageing identities.” This 
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argument has been emphasised elsewhere in his work with Jodie Taylor, stating adults’ 
prolonged fandom of popular music since their youth allows them “to modulate their 
performance of age” (Bennett and Taylor 2012, 234). The modulation aspect of adults’ 
identities is important to note as experimentation is a fundamental aspect of identity 
formation (Bennett 1999). What follows in this section is an examination of the ways in 
which adults construct their adult identities while reconstructing their youthfulness through 
their compatibility with contemporary youth music. 
 
Framing music as untethered to age allows adults to enjoy old school music during their 
youth and enables them to listen to newer music for maintaining youthfulness. When Luke 
was young, he dismissed the idea of music being judged by its age. Listening to The Beatles 
as a young person, Luke initially did not know the band were icons for an older generation. 
He remarks how the age of music did not and still does not deter him, stating, “All I heard 
was amazing songs by amazing people, played amazingly well.” He believes the value of any 
music, not just old school, should be based upon the merits of the music itself rather than 
chronological age. He states, “I still don’t understand. I still laugh about that sort of stuff, 
how a song can come out today, therefore, it’s current because it came out today.” Luke 
concludes, “It’s either a good song or a bad song, that’s it.” In this sense, adults maintain 
youthfulness by allowing themselves to be open when encountering newer music. 
 
Adults extend their tastes into the territory of contemporary youth music by transferring their 
criteria for ‘quality’ music onto it. For example, Aaron understands music trends change with 
time, but can listen to contemporary music even if it does not fit within his usual taste in rock 
and despite his belief new music is “just not as good.” He is selective with the contemporary 
artists he listens to, searching for music possessing the “same quality” as his favourite rock 
artists, meaning musicians who play instruments and vocalists capable of singing live without 
auto-tune post-processing. Likewise, Alison argues despite the improvements in sound 
quality and the emergence of new genres because of newer technology, a “true artist,” which 
she defines as a singer/songwriter, can perform their recorded songs reasonably well in a live 
environment.  
 
In chorus with Alison, Jessica remains wary of contemporary music that is artificially 
tweaked in-studio and looks for sources of modern music with genuine talent. She states, 
“We [watch] like things like America’s Got Talent or where they’re actually having to sing 
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just on their own unaccompanied.” Jessica compares the singing capabilities of old school 
performers from the 1970s and 1980s to contemporary pop artists. In the days of classic rock, 
she explains how not all artists were extremely talented singers live. Even though some 
“could sing a song without any back-up” there were those who “weren’t actually great 
singers, but they were a hell of a performer.” Looking to the present, Jessica articulates how 
music audiences cry out against lacklustre vocal performances.  She states, “You see it again 
through social media where an artist absolutely gets hauled over the coals … and they get 
slammed because they actually sound really bad … [or] because it’s [pre-]recorded.” Jessica 
also criticises the overuse of auto-tuning in studio recordings to compensate for singer’s off-
key pitches but gives credit to certain contemporary artists such as Taylor Swift, John 
Legend, Ariana Grande, Jessie J and Ed Sheeran. She declares these artists “actually have got 
fantastic voices.” She concludes, “I think you’ve always got those that depend on the music 
… [and] there’s always those that have just got fantastic voices and can sing stand-alone.” 
 
The criteria of being able to perform in a professional manner also apply to musicianship. 
Despite Luke’ preference for guitar-based music, he does not mind music using computer-
generated sounds and is intrigued hearing how new technology helps to produce music. In the 
spirit of his love for classic rock, Luke expresses how he “really, really [likes] Daft Punk” but 
would prefer if they used musicians with real rock-based instruments in a live situation. Luke 
declares his music interests are rooted in classic rock but can appreciate any music outside if 
it possesses the right “groove.” He can enjoy electronic music because the “important stuff” 
music requires is “cool instrumentation, cool beats and cool grooves.” In cases like these, 
adults are making concessions when judging contemporary music to introduce into their 
music collection. This practice allows them to wander outside the boundaries representing 
their age and afterwards redefine it. 
 
Assessing contemporary music, adults feel there are similarities between it and music from 
their youth. Victoria explains how there is a natural progression to her music tastes. Being a 
fan of 1970s singer-songwriters like Neil Young and Carole King, Victoria argues her newly 
acquired taste for Taylor Swift fits into her existing collection of music. Victoria’s case 
demonstrates how adults enjoy current popular music artists who echo their old school tastes. 
In a similar fashion, Luke highlights the importance of being able to hear the musical 
influences of contemporary artists come through in their songs. He admires British rock 
bands Muse and The Darkness as current recording artists who pay their respects to the rock 
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canon in their songwriting. To place these bands in the same league as earlier rock bands is 
not a far stretch for Luke as he believes “they could have easily been around 20 years ago.” 
Recalling a filmed Muse concert, Luke reasons how their songs carry on the old-school flag 
in the present day. He states, “It’s like stuff they could have written in 1975. It’s just got a 
more modern take on it. It’s edgier; it’s probably lyrically more modern. It’s more snazzy and 
well-produced.” In this way, the elements of the rock genre he loves so dearly are updated but 
not lost completely. Being able to compare new music according to the aspects of the old 
school he loves lets Luke transition his youthful identity into contemporary music. 
 
Adults believe past eras of music had a higher concentration of astounding artists compared 
to the current range of music, which is perceived as harder to detect worthy artists. Aware 
they denigrate young people’s music, adults, however, believe some newer artists appeal 
greatly to their tastes. Aaron states, “I think it's a trap that a lot of people of my generation get 
into … that we think that the music from our generation is really good and that music from 
following generations is not as good.” Directly after making this statement, he declares, “I 
actually think that in this case it’s true.” In making his case, he designates the music from the 
period of the 1960s to the 1990s as high in quality, with music produced afterwards having 
“deteriorated significantly.” Although his negative position on contemporary music seems 
unwavering, he begins to explain how there are new opportunities for adults to listen to fresh 
music. He expresses faith in contemporary music, arguing ‘quality’ music is “coming back a 
bit now.” In other words, artists are perceived to be returning to the importance of writing 
good quality songs. Aaron states, “I find it a bit harder to find good artists which is why 
Taylor Swift's so awesome because she's one of the best modern artists around I think.” 
Gianna agrees Swift is one of the rare contemporary artists who fulfils adults’ requirements 
of artistry. In addition to her songwriting abilities, Anna and Ryan believe the female pop 
crossover artist does not make use of backing tracks or auto-tuners. 
 
Adults draw on their understanding and experience of music to claim they can listen to a wide 
range of music including what would be considered new to their ears. Aaron argues he would 
be able to seek out and detect good music from any era. Despite being a rock fan, Luke 
admits to liking an Australian electronic music duo called The Presets. He enjoys “some of 
the most inane computerised crap” because he can measure and recognise the artistry in non-
rock music. Luke states, “There’s still some people out there with skill writing that stuff.” In 
this case, adults can recognise artistry outside of their music tastes. 
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Aaron also credits the capability of the internet to enable audiences to connect with a diverse 
and extensive range of musicians operating without the support of record labels. His 
comments suggest how adults can source non-mainstream pieces of music to suit their tastes 
and allow them to recalibrate their adulthood. 
 
Some adults relish their older music tastes as a celebration of their former youth, while others 
prefer to maintain youthfulness introducing contemporary artists. For example, Selena 
differentiates herself from her friends who celebrate the past and sees them as being 
permanently affixed to a particular decade of music (Personal communication, April 29, 
2015). She tells of how her friends have revisited their past youth by attending a Bon Jovi 
concert in the last few years. Selena declares, “I wouldn’t necessarily go back to that era … 
I’m not sure if I’d go back for any [artist] really.” 1980s music symbolises Selena’s 
nightclubbing era but explains, “I wouldn’t say it’s particularly the best genre of music ever.” 
Selena’s position illustrates how adults split with their former youthful identities that are tied 
to older music, and fashion a fresh, youthful identity by staying away from the old school. 
Like Fleur and Eleanor, Selena’s youthful identity relies on constant updating. She states, “I 
don’t think I like anything more than once.” 
 
Eleanor expresses how she prefers contemporary music over the sounds of her youth 
(Personal communication, May 24, 2015). Although having an affinity for music from the 
1980s, she states, “I couldn’t just sit and listen to [it].” Listening to old music provides 
Eleanor with a “nostalgia kick”, but it becomes stale and repetitive. Her strong thirst for the 
“fresh stuff” introduces a continual upgrade to her music fandom. Taylor Swift’s 1989 album 
is cited as a prime example of how she knows about current music releases and extremely 
popular artists. In this way, Eleanor is never stuck in the past as newer music allows her to 
maintain a youthful identity. Similarly, Fleur often falls into old school “phases” but quickly 
grows tired of listening to the music (Personal communication, April 25, 2015). She feels the 
need to always find new music to ensure she never permanently finds herself in a particular 
phase. Fleur states, “I’m looking for a new song or a new piece of music that’s going to make 
me feel that way again.” Here, she is talking about maintaining her youthful identity by 
always staying in a constant state of motion related to music tastes. 
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Conclusion 
This chapter focused on how adults maintained a youthfulness post-adolescence. It began by 
outlining how old-school music tastes reminded them of their time as young people. Adults 
were then conceptualised as self-proclaimed caretakers of high-quality popular music.  
The formation of the caretaker role is based on knowledge and experience, allowing them to 
position themselves as authorities on popular music. Part of the attitude of the caretakers is 
feeling the need to correct what is wrong with contemporary popular music in their eyes. 
Adults define good quality music based on the characteristics of music tastes from their youth 
helping them to construct a wisdom-like representation of themselves. In this capacity, they 
define the lines of authenticity as the ability to artistically create narratives and communicate 
them in performance unaided by auto-tuning or other computer-based software replacing real 
instruments. This act allows them to add stature and relevance to the discourse around old 
school music. Adults frame old school music as everlasting by claiming it holds up against 
new music and imagining how young people would appreciate it. Alongside declaring the 
lasting qualities of classic popular music, caretakers point towards the longevity of classic 
rock artists who continue to tour as evidence of the apparent relevance they can have in a 
contemporary market. 
 
Caretakers come into conflict with contemporary popular music because they stay attached to 
their old school music tastes while encountering waves of newer music often associated with 
young people. In the post-war era, adults criticised youth for their attraction to popular music, 
however, in the current day, they make judgements on young people based on the quality of 
popular music. Adults attempt to subvert the merits of contemporary popular music young 
people listen to by alleging it is not largely different in comparison to old school styles. They 
believe the music during their youth had marked a significant departure from music it 
superseded and argue young people’s music today has not done so. Aligning with this 
mentality, caretakers project themselves as knowing how to be more abrasive than young 
people. They point to current examples of music youth are drawn to and determine in their 
eyes that it is ‘softer’ and safer than adults ‘harder’ tastes. On a more technical level in 
relation to music, the self-proclaimed caretakers take issue with the newer computer-based 
technologies they feel characterise popular music today. As such, adults construct 
contemporary young people’s music as lacking artistry regarding songwriting due to the 
perceived ease new technology allows in producing music quickly. Caretakers also interpret 
the use of auto-tuning as ruining the popular music industry by aiding contemporary artists in 
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the studio and during live performances. 
 
Not all caretakers of popular music believe newer songs are not worthy of their attention. 
Some can find compatibility with contemporary youth music and include it in their playlists. 
The generations of teenagers who avoided adulthood and prolonged their youth from the 
post-war period onwards continue to do so as adults. The supposedly mature and wise in 
society seem to continue the practice of maintaining a youthfulness through the consumption 
of newer music. Experimenting with new music styles allows adults to shape the presentation 
of their age. To do so, they bring their knowledge and criteria for determining quality music 
to bear on new songs they experience. The same standards used to harshly judge 
contemporary music as unworthy is called upon to find new songs as worthwhile. Adults 
discover artists like Taylor Swift to be capable, in their eyes, of great songwriting, playing 
instruments and unaided singing. When they come across the types of artists they believe 
worthy of including in their playlists; they draw similarities between them and much older 
artists to which they listen. Through the window of music similarity, caretakers can find 
contemporary artists who allow them to venture outside of their usual tastes and redraw the 
lines of adulthood and youthfulness. The evidence in this chapter has been used to support the 
argument that adults, once characterised in popular and academic discourse as highly critical 
of young people’s new music tastes and as authority figures over children, now attempt to 
construct themselves as youthful through claiming a mastery of popular music. 
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Chapter 7 – Data analysis: Young people and individuality 
 
This chapter investigates how young people construct an individual identity through the 
consumption of both old school and contemporary music. On the one hand, young people 
continue to draw on contemporary music to emphasise their youth identity, as they have been 
conceptualised as doing in popular and academic discourse since the post-war period. For 
young people, new music, as has been the case for teenagers in the years after World War 
Two, has come to symbolise a constructed youth identity standing in difference to those 
created by previous generations. During this section, an examination of the ways newer 
music resonates with young people will highlight how the discourse of ‘currency’ (newness) 
feeds into their youthful identity. However, it will also present evidence of the ways in which 
old school music has become a cultural resource for the construction of individuality, 
opposing dominant practices of listening to contemporary youth-oriented music. This chapter 
shows how young people continue the cultural practice - now a tradition - of differentiating 
themselves not only from their parents regarding music taste but also from within the same 
age group. The symmetry between the two generations points towards the maintenance of a 
cultural practice and mindset, which has been passed down as tradition.  
 
A young people’s repeated cultural practice (The old tradition) 
The way in which young people, since the post-war period, have been characterised as 
opposing authority and delaying adulthood has been touched upon in the literature review and 
the previous chapter. This particular section aims to explore how young people in today’s 
cultural environment define their youthfulness using new popular music as well as exploring 
the similarities and differences between their practice and those of previous generations of 
teenagers. Young people have often been portrayed as typically aligning their music tastes 
with the current and contemporary. As Bennett (2013, 34) acknowledges “the attraction to 
and appeal of new or emergent styles in rock and pop music are as age-related as they have 
ever been.” Ruby, for instance, explains how she prefers newer music and artists like Taylor 
Swift and others “around [Swift’s] age, because that’s what I’ve always listened to” (Personal 
communication, April 28, 2015). Her statement demonstrates how young people construct 
and reinforce their youthful identity by indulging in the most recent cultural tastes of their 
era.  
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Young people connect with contemporary music not only in relation to what they hear but 
also in relation to how they can easily form relationships with other like-minded young 
people, as well as their music idols, through social media. Charlotte argues “old music is hard 
to catch up with” and can be “a bit boring” because she perceives there to be a lack of 
communities revolving around classic artists (Personal communication, April 19, 2015). She 
believes old school artists’ fan bases are quite small and they “don’t really have concerts 
anymore.” Moreover, Charlotte imagines the audiences for older artists are mostly adults and 
assumes they, due to their age, would not be participating in social media. In her eyes, young 
people know more about contemporary music and, as such, this allows her to establish 
connections with other youth. Charlotte reinforces her youthful identity by explaining the 
differences between older and younger generations regarding online fan communities and 
social media. 
 
Part of her youthful identity is constructed around the contemporary artists she listens to, 
such as Taylor Swift, but it is simultaneously defined by the technological superiority young 
people are sensitised to. Likewise, Skye holds the belief that music in previous eras was 
solely about the music, but now artists release music videos and maintain a celebrity status in 
the global media (Personal communication, April 29, 2015). She explains how Taylor Swift 
has maintained a constant media presence by presenting herself as approachable and keeping 
in touch with her fans directly through social media platforms. Additionally, she argues her 
belief that it is easier to find new up and coming artists through the internet and compares the 
apparent abundance of opportunities for artists to perform and distribute music to the 
perceived hardship faced by artists in previous decades. In both Charlotte and Skye’s case, 
young people appear to draw the lines between them and adults not only through music tastes 
but also regarding the process of engaging in music fandom, in particular, through the use of 
internet-based technology. 
 
Young people attempt to establish newer music as possessing distinct vocal styles to maintain 
a separation from the old. In defence of contemporary music, Skye outlines how artists have a 
different way of performing than artists of previous decades. Whenever her dad plays her the 
original versions of cover songs, she insists on her preference for the cover because it sounds 
“different,” “clearer … nicer and clean.” In summary, contemporary music to her possesses 
“a really different way of singing, a really different way of playing music, a really different 
kind of perspective.” Skye constructs her youthful identity by defending her preference for 
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contemporary music and its musicality against the judgements made by adults. 
 
In support of arguing that contemporary music is worthy of listening to, young people 
perceive the current music industry as defined by more spectacle and entertainment than the 
music industry had in previous decades. Skye counters her father’s argument that 
contemporary music does not possess quality songwriting by explaining how she believes the 
music industry has grown beyond focusing on songwriting and is focused on multiple areas 
around music. Skye believes music goes “a lot deeper … there’s a lot more elements to it.” In 
her mind, music has “come to a bigger level than it was back in the day.” When she 
concludes her argument, Aaron fires back a fatherly remark. He states, “Note the disbelief on 
my face here when we talk about how music has gotten deeper” (Personal communication, 
April 29, 2015). Skye quickly defends herself by explaining how contemporary music, 
instead of going “deeper,” has reached “a completely different level.”  
 
In Skye’s eyes, the quality of stage shows has improved in contrast to videos she has seen of 
classic artists performing onstage without the spectacle of lighting, set pieces and props. She 
states, “Music videos back from when my dad was young was people standing on a stage and 
singing, and now … they go into messages, and they have themes, and they have big dresses, 
and they’ve got sets and directors.” In particular, she refers to Taylor Swift concerts having 
“bridges coming down with violins” amongst other “huge theatrical things” and as such 
concludes, “there’s so many more elements to music now.” Skye’s highlighting of the 
differences between old and current music concerts shapes her youthful identity in the way 
young people typically attempt to pursue tastes that exceed those of adults’.  
 
While adults criticise young people's music for a perceived lack of qualities they value, 
young people simultaneously attack the characteristics of classic artists. A conversation 
between Skye and her father sees the former simultaneously defending contemporary music 
while attacking old school music. When listening to Queen and similar old-school artists, 
Skye says, “Who’s this and how does [the song] have anything to do with their lives.” 
Weighing up old school artists’ lyrical content, Skye targets Queen’s “Bohemian Rhapsody” 
nonsensical lyrics stating, “Well, how does that have anything to do with them?” Her father - 
Aaron, retaliates, cheekily singing a rendition of Nicki Minaj’s “Anaconda,” rapping “My 
anaconda don’t, my anaconda don’t.” He then argues “Bohemian Rhapsody” is a “brilliant 
song,” to which Skye replies, “But it’s not about them.” Aaron authoritatively argues the 
154 
song “was very much about Freddie’s life. Everyone knows that. It’s just a bit more 
ambiguous.” Explaining how Taylor Swift is well-known for writing lyrical content about her 
personal life, Skye states, “That’s something I really like about the music these days.” She 
appreciates the way contemporary artists write songs about their lives and “real things … 
people can really identify with.” In this exchange, Skye establishes how contemporary music 
in her eyes is superior due to the way it can easily resonate with young audiences. Her 
youthfulness is shaped by reinforcing the differences between her music and her father’s. 
 
In defence of contemporary music, young people express how they feel when music fans, 
especially adults, criticise it in comparison to old school music. Zakk feels as though the 
majority of music listeners and even “music snobs” will discredit contemporary bands such 
as Coldplay as “rubbish because they’re nothing like Pink Floyd or The Beatles” (Personal 
communication, May 4, 2015). He perceives the majority of people making these arguments 
as those who have not listened extensively to a contemporary band’s music. Also, of 
significance here, is how Zakk is a teenager who appreciates both contemporary and old 
school music. Young people like Zakk help to suggest the ways in which the boundaries of 
music taste as established by age have eroded, allowing teenagers and adults to appreciate a 
range of popular music. Coming back to young people’s defence of newer music, Zakk 
argues for someone to pass negative judgement on a new band after only listening to one 
song is to “[dismiss] all appreciation of their actual musical ability.” In any case, it is 
important to how young people show their support for contemporary music using the 
discourse of how it is capable of demonstrating genuine artistry. 
 
Love for the new, but not popular 
This section focuses on how young people establish themselves as fans of contemporary 
music that, in their eyes, is not manufactured and motivated by commerce. When discussing 
authenticity versus commodification, it is important to return to Frith (2007, 39) who argues 
“Most rock history is written in terms of a struggle between the people (musicians, fans) and 
the companies; the music develops through cycles of commercial control.” What follows here 
is an examination of the ways young people construct their identity, by refusing to listen to 
what they consider mainstream contemporary or old school music. Instead, they draw upon 
the more obscure and fringe genres and artists existing in the contemporary music industry to 
establish their youthfulness. 
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Although young people are typified as wanting to be culturally distinct from adults, it seems 
they also feel the need to differentiate themselves from each other. Adolescents often choose 
to be popular in order to maintain social ties and a sense of belonging. Twelve-year-old Luna 
outlines how they often gravitate towards contemporary music for bonding with peers 
(Personal communication, April 25, 2015). She believes some young people suppress their 
tastes to blend in and “be part of the pack” rather than be prone to harassment for listening to 
different music in comparison to the group. However, Adelyne, 17, argues some young 
people are heavily focused on the need to differentiate themselves from other teenagers 
(Personal communication, May 24, 2015). She states young people “set themselves apart” by 
“judging” others’ tastes and craft a “sense of identity that goes beyond what everyone else 
likes.” She argues that young people use their taste in new music to construct an identity of 
difference. Adelyne describes her music tastes as mostly being made up of contemporary 
artists even though she admires a handful of old school artists who resonate with her. 
However, she argues her brand of contemporary music is “not necessarily aimed at young 
people.” Her tastes are selective, preferring to pick and choose what music she listens to 
rather than the dominant style of music marketed to young people. 
 
In the same way, adults criticise contemporary popular music, young people construct it as 
commercial and without artist expression. For example, Adelyne dismisses mainstream music 
as she believes it to be focused on monetary gain. Adelyne compares the grassroots and 
underground music as more authentic than a “huge commercialised artists” who creates 
music for youth such as One Direction. She admits she does not outwardly discredit this style 
of music, but reasons it “doesn’t fit” with her identity. Adelyne frames contemporary youth 
music produced by popular artists as being “engineered in a way” that makes it seem as 
though “it’s trying too hard to fit into [a] mould of what people consider a teenager to be.” 
Due to the perceived manufacturing of mainstream contemporary music, Adelyne argues 
“people have a really strong disregard for popular culture [that is] cut, fit to size.”  
 
Following this line of thought, Zakk describes how music celebrities are shaped and created 
by the music industry, stating “You’re only famous if people decide that’s what is going to 
make money.” Twenty-four-year-old Liam explains how music producers do not focus on 
creating works of art (Personal communication, April 19, 2015). Listening intently, Josh 
agrees, believing producers stick to a reliable and proven formula for generating profit, 
stating, “It’s not … about that long-term gain for culture” (Personal communication, April 19, 
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2015). Bouncing off Josh, Liam states how content is shaped to be “outrageous” to attract 
young people whom he deems as “always bored” and “looking for the next big thing to 
impress their friends,” but in his eyes, it does not remain in the collective consciousness for 
long. Josh, frames newer music as seemingly more manufactured. In his opinion, newer radio 
songs are “more pre-written, pre-programmed in” and looks down on the way teams of 
professionals produce songs for a person who is “marketable.”  
 
Young people paint themselves as not conforming to what they consider mainstream music 
and instead opt to search for quality music elsewhere. For instance, Josh states, “We all know 
that this is a generalisation but the mainstream stuff today as we know it, is very different to 
what mainstream was back in the day.” In other words, contemporary music has two faces in 
Josh’s mind: one side represents the majority of current popular music as not reaching the 
same standard as old school music. The other side of contemporary music is filled with 
artistry but cannot be found within the mainstream. Josh states the need to “dig around” to 
find these qualities in contemporary music, “which may not be the real mainstream stuff.” 
Josh proceeds to explain how he establishes his youthfulness by listening to music that does 
not make it onto the radio. Likewise, Will expresses a disinterest in dominant music 
mediums, stating, he “never really fell into any trends in music as in what’s on radio” 
(Personal communication, May 9, 2015). However, he admits to favouring a handful of songs 
seen on the television music television show, Rage. Adelyne describes how she listens to 
music “actually aimed for youth” and is “created by other young people” because she 
experiences a “sense of community and understanding.” She tells of how she regularly 
attends concerts of bands within the “Brisbane scene” with her peers.  
 
Continuing the themes of how non-mainstream music is where quality can be found, Josh 
explains classic artists’ “musicianship or showmanship” exists in contemporary music but not 
in “majorly exposed music styles.” He outlines his belief of how artists’ technical 
musicianship and songwriting proficiency were present in pop music “back in the day,” while 
he assumes it is rare for these qualities to come through in contemporary pop music. He states 
people use music tastes as symbols to show how they do not conform to the dominant and 
mainstream styles of music. These symbols come from the mainstream genres of the past or 
the fringes of the present. Similarly, Kiera’s love for contemporary music is bound up in 
artistry. Her youthful identity is established by discovering new music to listen to, as she 
argues people are “missing out” not listening to new music because there is a plethora of 
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choice (Personal communication, April 29, 2015). She does clarify good music that is new is 
not the “auto-tuned rubbish that is out and about these days.” For the same reasons adults 
despise contemporary music, young people steer away from it in search of places where they 
can obtain the cultural resources with which, to construct their youthfulness. 
 
Reflecting the way adults defend old school music, young people express appreciation for the 
artistry of contemporary music. Zakk describes how young people either appreciate music for 
its “actual musicality” or the aesthetic of the artist. He also explains how there are young fans 
he calls “heavy rockers” who are attracted to “really loud” music and others who listen to 
music he believes is “not really actually musical.” It is significant to note the that this 
argument by the 15-year-old positioning the music of heavy rockers as only noise mirrors 
how adults typically perceive young people’s music as loud and non-musical genres. 
Continuing, Zakk identifies a final group of fans who listen to what he considers as “really 
good musical stuff.” Zakk defines this particular group as having the ability to admire music 
from all decades. They possess the drive to find ‘good’ artists in the contemporary music 
scene while others “can’t be bothered to look for it.” Zakk demonstrates how he fits into this 
group citing his age-diverse music interests ranging from Pink Floyd, Jimi Hendrix 
Experience, to more obscure contemporary rock bands such as The Kooks and Delta Riggs. 
He also positions himself as liking mainstream pop artists such as John Mayer and Ed 
Sheeran but assures he actually appreciates their artistry, unlike others who follow them due 
to their celebrity status. 
 
One of the reasons young people can find contemporary music to suit them is because they 
believe they can recognise artistic songwriting and musical prowess. Will states there are 
songwriters who can still produce a “catchy tune.” Will explains how Daft Punk is one of his 
and his father’s favourite contemporary artists. The French electronic duo’s songs are “really 
cool to listen to”, and in Will’s eyes it is primarily because of their ability to write songs and 
plan their arrangements. He also appreciates the way they have used sound samples from 
1960s soul music. Will argues the larger part of listeners enjoy music that is primarily 
singing-based and whether it is danceable. In comparison, he positions himself as “always” 
possessing an interest in musicianship. He explains how he listens intently to the different 
instruments playing in a song when it comes to jazz or funk. He distances himself from 
people who ask themselves, “Does it have a beat that I can dance to?” 
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Young people repeat the discourse established by adults, that contemporary music is riddled 
with artificialness. Frith (2007, 80) argues, “The continuing core of rock ideology is that raw 
sounds are more authentic than cooked sounds.” Following this tradition, Elijah argues the 
bulk of contemporary mainstream music is plagued with auto-tuned singers and computerised 
backing tracks (Personal communication, April 27, 2015). With slight irritation, he states in 
recent music that “drums are drum machines [and] a synthesiser rather than an actual piano.” 
He believes music generated by a computer instead of being a recorded version of a human 
musician does not qualify as good music. Computer-generated performances are precise and 
therefore sound noticeably artificial, while humans play with slight imperfections and 
emphasise certain elements in a song with dynamics. Sarah, 14, would agree with his position 
as she believes the majority of contemporary mainstream music is “computerised,” but 
admits there are still singers who are “genuinely talented” (Personal communication, May 9, 
2015). Speaking out against contemporary music, Samantha is frustrated with the focus on 
sending young women the message of having to participate in substance abuse to draw male 
attention (Personal communication, April 19, 2015). She feels as though as there us a “huge 
emphasis on that in our music videos” and labels it “derogatory.” In her mind, the focus on 
immoral messages demonstrates to her how contemporary music “is not music anymore.” 
Her voice grows louder as she proceeds to call out pop producers for not using ‘real’ 
instruments and singers for not possessing raw vocal talent.  
 
This chapter argues that young people harness the old school to resist a perceived stagnation 
of cultural products of the present. In this context, it demonstrates how young people are 
represented as reappropriating old school styles to differentiate themselves from the dominant 
tastes of mainstream audiences. The “mainstream” scene that young people are symbolically 
fighting against is a version that was born from the co-opting of the alternative and indie 
scenes. Ironically, these scenes were discursively constructed to oppose the mainstream. The 
power that was given to the alternative and indie to oppose the mainstream came from the 
discourse of authenticity. To value the “mainstream” was to conform to the popular without 
the intelligence of exploring the boundaries that lay beyond it. The term “mainstream” was 
also synonymous with and came to represent the “commercial.” As Halnon (2005, 441) 
states, the social problem for youth is “commercialism, or the synergistic mass-marketing of 
processed, image-driven and formulaic music styles.” The term was later to be used as a 
derogatory label deployed by those in the alternative and indie scenes as a way to position 
them as culturally superior. 
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To identify as alternative and indie, was to care about artistry, unmediated self-expression, 
and to dismiss the commercial. Halnon (2005, 442) states music scenes opposed to the 
mainstream are “popular alternatives for anti-commercialistic consumer youth.” This 
attraction is because young people value authenticity, described by Halnon (2005, 443-444) 
as “what is different, transgressive, unique, bizarre, deep, basic, raw, honest and 
unmediated.” These are the qualities young people are drawn to in an environment they 
perceive to be full of “overprocessed and superficial brands, images and gimmicks” (Halnon 
2005, 444). To switch camps from the alternative/indie to the mainstream was to “sell out.” 
The notion of authenticity is what underpinned the values of the alternative and indie scenes. 
 
Authenticity shaped the backbone of the alternative and indie scenes. However, the stylistic 
elements of the scenes, once oozing with authenticity, were co-opted by mainstream forces. 
As Halnon (2005, 442) argues, because of its growing popularity, alternative scenes have 
“become precisely what it is dead set against.” This co-opting diminished the impact of 
alternative and indie aesthetics as authentic and oppositional to the mainstream. This lead to 
young people’s search for a new stylistic expression that opposes the newly constructed 
alternative/indie mainstream hybrid and established a new understanding of authenticity to 
support it. While some young people work to redefine their opposition by becoming more 
transgressive, others are drawn to harnessing cultural forms that already exist. Older and 
classic cultural products and practices are discursively reorganised as a platform to oppose 
the alternative/indie mainstream. Going “old school” provides young people with a way to 
differentiate from the mainstream once again. The old school is discursively shaped into 
cultural resources through the application of authenticity. 
 
“I would walk 500 miles” … like an adult 
Old school popular music is often believed to be central to the youthfulness of adults. 
However, the previous chapter has illustrated how their youthfulness is also constructed by an 
appreciation of contemporary youth music. Similarly, young people are framed as often 
turning to genres such as rap and extreme metal to symbolically oppose the tastes of adults 
(Bennett 2013). This study suggests not all young people hold a negative perception of old 
school music, but are highly respectful of it. Bennett (2013, 34) states, “it should, of course, 
be noted that the generational blurring of musical tastes is not a one-way flow, as increasing 
numbers of young people actively buy into the retro-music market established to cater to the 
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tastes of ageing popular music audiences.”  
 
Bennett (2013) emphasises young people’s uptake is on the rise, but it is important to note 
this practice has been occurring in previous decades. For example, adults recall how they 
used older music to counter new music during their time as young people. Luke tells the story 
of how he felt about the arrival of American hard rock band, Kiss, during the 1970s (Personal 
communication, May 9, 2015). At the age of 10, Luke remembers Kiss gaining mainstream 
traction in the late 1970s while he preferred the sounds of The Beatles. He states, “It didn’t 
appeal to me. I didn’t understand why people were into Kiss.” He would often say to Kiss 
fans, “Have you not listened to the White Album by The Beatles? Do you not understand 
how good that is?” As a young person, Luke defined his youthfulness by fashioning himself 
as breaking from the dominant, established music of the time. Young people still embrace the 
practice of creating youthfulness by rejecting the mainstream music tastes through their 
celebration of old school music. 
 
For young people, music taste is still used to define their identity as distinctive from those of 
adults, but they still hold a reverence for old school music. Mel, in her early 20s, has a partial 
interest in The Beatles because of her mother’s influence. She states, “Unequivocally, music 
for me is Taylor Swift … and for me to say that anything old school was better than her 
would be a complete waste of everyone’s time” (Personal communication, April 21, 2015). 
Mel’s identity is linked heavily to the pop artist and acts as a refuge from personal 
difficulties. She states, “I always have three things that I’m absolutely sure about in my life. 
If all else goes to shit, I know that I am an incredibly good teacher, I’m really good at baking 
and that I absolutely adore Taylor Swift.” Mel constructs her youthful identity by distancing 
herself from her mother’s music, even though she does enjoy The Beatles, and also by 
proclaiming herself as a die-hard Taylor Swift fan since 2008 thereby not partaking in trends 
that other young people follow. What is apparent in this case, is how Mel positions her and 
her mother as having distinctly different tastes but admits taking on some of her mother’s 
taste in music. This example indicates young people do not appear to completely dismiss and 
oppose old school music to symbolically create distance between themselves and older 
generations. 
 
As the self-proclaimed caretakers of high-quality music, adults believe they know why young 
people have developed an appetite for old school music. Aaron, who in the previous chapter 
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constructed contemporary youth music as heavily lacking in quality, credits young people 
with having the ability to sense good music. In his view, contemporary music lacks quality, 
leading to the way young people are “starved of good quality music” and would, therefore, be 
attracted to old school music. Aaron recalls how he has spoken to young people who claim to 
want “real music.” His view is corroborated by a 17-year-old from another interview. Will 
constructs his youthfulness by listing off rock bands The Darkness, Muse, and Cake but 
explains listening to these bands is a ‘phase’ and when he is out of these phases, he returns to 
Queen.  
 
Returning to Aaron’s description of events, he recounts how these young people were 
inspired by the way classic artists were able to write and play their songs live. Aaron 
explained how he took these hallmarks of quality for granted while sensing young people 
“found it a bit novel.” Thinking through the phenomenon, Aaron believes young people find 
classic artistry attractive because contemporary pop music is performed by artists who cannot 
sing and comes as a “plastic one-off thing.” Aaron proudly states, “[Young people discovered 
that there were real musicians out there and that the old music was actually really cool.” 
Moreover, Aaron positions himself as an elder who has valuable information about the 
traditions of old school popular music to pass down and constructs the young people he was 
conversing with as admiring his knowledge. This particular account reflects Bennett’s (2006) 
study of the punk scene where older members saw themselves as guardians of the music and 
the way younger newcomers recognise their experience and stature. The caretakers of popular 
music proudly see themselves as guides for young people seeking out quality music.  
 
Like Aaron, 26-year-old Josh, without children, believes young people would be able to 
enjoy old school music, such as Queen, arguing the barriers to enjoyment is not the age of the 
music, but rather its unique sound. Specifically, Queen’s music is framed as “very eccentric 
and flamboyant” that would “catch [young people] off-guard.” Josh advises young people, 
“You’ve got to give it time to settle and then you’ll get your head around it.” He predicts if 
young people look into the rock group they might be attracted to not only Queen’s music but 
also their character, alluding to their charisma on stage and camera. On the same page, Ivy 
predicts younger audiences may interpret the performances of Queen as “weird”, but, like 
adults’ arguments in the preceding chapter, maintains their songs would still hold up to 
contemporary music (Personal communication, April 19, 2015). She states, “I feel like it 
could … have been written last year and it would still … be relevant.” The scenario of young 
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people hearing Queen’s songs for the first time and identifying them as decades old is 
dismissed by Ivy as she believes the majority of their music is “always relevant.” 
 
Young people fashion contemporary youth music as heavily motivated by commercial 
interests and fame, in the same manner as adults from the chapter before. Seventeen-year-old 
Aaliyah believes mainstream music from the 1980s “isn’t so manufactured as today’s stuff” 
(Personal communication, April 29, 2015). Providing more details about the way young 
people critique contemporary music, Kaylee tells of how the current crop of young musicians 
“all want to be unique,” but turn out following in each other’s creative footsteps and 
“conforming the same way” (Personal communication, May 24, 2015). In her opinion, these 
artists do not create music they love, and instead, create music they believe will sell. Similar 
to Kaylee’s argument, Samantha believes contemporary artists claim a certain sound to be 
their own even though they appear to be similar and frames contemporary artists in the pop 
genre as having no need to be precise due to auto-tune technology.  
 
Josh adds his perspective on how he considers much of current pop music to be “very 
similar” and ends up “lost in the mix.” In this way, contemporary music is perceived by 
young people as having an abundance of pop stars, and it is seen as a result of 
commercialism. Will argues contemporary artists do not write music themselves, instead, 
relying on professionals to create “music by recipe, trying to get the next hit.” Samantha 
presented the same argument as Will, adding how she perceives current artists to be directed 
in how to sing the melody and lyrics as well, dismissing them because she believes they are 
unable to muster any creativeness. However, it seems these young people are not entirely 
dismissive of contemporary music as Will admits some current artists have the rare quality of 
being “genuine musicians” and write music with “feeling in it.” 
 
Exploring more about young people’s attraction to the old school, they believe there was an 
abundance of genuine musicians in previous decades of popular music. Seventeen-year-old 
Will, himself a musician, believes “back then,” there were more artists who played 
instruments than pop stars. Will also considers jazz, big band and classical music styles as 
having genuine musical talent. Compared to the contemporary era, Josh frames music from 
the past as possessing more authenticity. He elaborates by outlining how classic artists 
exhibited greater levels of “showmanship” and lyrical musicianship. Kaylee sees classic 
artists as more authentic than their contemporary counterparts. She feels they wrote in a 
163 
fashion that was “more organic,” where they would “sit down with their instruments” and 
write “beautiful compositions.” What these young people believe mirrors Frith’s (2007, 81) 
statement that “The less technology lies between them the closer they are, the more honest 
their relationship and the fewer the opportunities for manipulation and falsehoods.” In this 
case, authenticity for young people is taken to mean how artists can create and perform music 
by themselves. 
 
Young people’s interest in old school music does not hinge on the chronological age of the 
artist alone. For them, the appeal of old school music depends on the semantics of a piece of 
music. In this regard, authenticity is used to mean the unhindered communication of an artist 
with their audience. It is also taken to mean that what artists have to say is important – a kind 
of wisdom passed down through song. This notion reflects Frith’s (2007, 81) statement, “fans 
have inherited the belief that listening to someone’s music means getting to know them, 
getting access to their souls and sensibilities.” Much the same as adults, Will shares his 
opinion about how older artists tell their stories through their music. In agreement, his 14-
year-old sister, Sarah, states, “Most of the old music … it’s much more meaningful, and they 
care about the music they made more than what they do these days.” Similarly, Kaylee 
imagines classic artists had more freedom to impart their identity into the songs they 
produced and in doing so were able to “[find] their own sounds.” She reflects on how tracing 
Queen’s career reveals how they have evolved as musicians and songwriters. Evident within 
this observation is the idea of authenticity – how the meaning in music for young people is 
tied closely to how much an artist cares and puts effort into their craft. 
 
Young people’s overall perception of old school music is that it is more likely to possess a 
deeper meaning compared to contemporary songs. In Adelyne’s eyes, young people not only 
appreciate old school artists because of their historical and cultural impact but because their 
music “resonates” with them based on the artists’ narrative of the world. Adelyne adds how 
contemporary music can be “very generic or meaningless” striking a discord with teenagers 
who thirst for “something that speaks to their sense of self” when they are “changing so 
much.” For Adelyne, what sometimes speaks to her sense of changing identity is old school 
music. For example, Sarah frames Nicki Minaj as the poster girl for new music young people 
are attracted to and at the same time labels contemporary music as “just not meaningful.” In 
Sarah’s opinion, there is a connection between the depth of meaning and how a piece of 
music is produced. Sarah states, “There’s no instruments playing [in modern music]. It’s all 
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made on a computer, and it’s just not as good as the old stuff, most of it.” This statement 
suggests the deepness and meaningfulness of music only come through on songs with 
‘authentic’ rock-oriented instruments. Through this frame of mind, young people construct a 
direct link between the ways an old school artist is authentic and the meaning ‘crafted’ into 
older songs.  
 
As fans of old school music, young people play with the idea of rewriting the history and 
trajectory of popular music since the post-war period. Reflecting on the progression of music 
trends over the past decades, Samantha and Josh have a conversation with each about how 
music should have evolved. Instead, they perceive contemporary music as an example of how 
music has gone backwards. Samantha provides an alternate, fantasy version of how music 
should have progressed, starting with current pop music originating in the 1960s and 1970s, 
with Queen and Michael Jackson emerging in the 1980s. She expands her argument by 
stating that composers who wrote music centuries ago had technical playing ability and that 
they wrote melodies for multiple instruments. Samantha compares the skill of composers to 
the seemingly simple role of contemporary pop producers whom she views as only having to 
hit a button and adjust levels to achieve a hit song. Samantha’s alternate history of popular 
music is not reality, which is why Josh and Samantha choose to approve of classic artists like 
Queen. They believe that old school artists’ experimentation with new musical elements are 
pushing the boundaries of musical innovation compared to new and emerging artists within 
the contemporary music industry. 
 
Young people buy into the canonisation of older music, leading them to perpetuate the canon 
themselves. Zakk details how his fandom of Queen was sparked by the way they are 
continuously canonised in popular media. He states his interest was sparked because the rock 
band was “constantly named in the top ten greatest bands” in the music press and would 
either be seated on the higher end of the list if not in the number one spot. He recalls 
thinking, “Well if they’re pretty important … I better listen to them.” The ongoing 
canonization of older artists in popular discourse introduces young people to older music and 
appears to tempt them into discovering more, especially if they are looking for music 
significantly different to contemporary youth-oriented music. The live experiences of a 
performed music canon also serve to make a positive impression on young fans of classic 
artists. For example, Kaylee’s experience of Queen and Adam Lambert’s 2014 concert in 
Brisbane was described as “surreal, being there with some legends.” She recounts, “I felt 
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ridiculously privileged to be seeing them in the flesh … when people my age shouldn’t have 
been able to.” Her experience is constructed as enviable in a sense she has managed to 
experience a version of Queen other young people may not in the future. In this sense, 
practices of establishing and maintaining youthfulness have come to include the celebration 
and applause of the old school chapters of popular music history. 
 
The discourse of classic music artists’ greatness safeguarded by adults has found its way into 
the ears of younger generations who share an appreciation for the significance of the old 
school. Even though there are young people who choose not listen to older music, Josh 
believes they would likely know about their legacy. Placing himself as coming from the same 
situation, he explains the depth of his knowledge about older artists despite not being a fan of 
them. Josh states, “If you’re honest and you’re quite open, you can just say it’s undeniable 
that [certain iconic bands] are what they are.” In this way, young people frame canonised old 
music as too important to not know of their significance regardless of music preferences. Josh 
goes on to state, “Even if you haven’t gotten into it as much as you’d like to, you can at least 
respect it because you can see that it’s authentic and you can see that they made something, 
that they did something.” While young people have been characterised as often trying to 
distance themselves from adults through music tastes since the post-war period, they have 
now come to respect older music as tradition and history. 
 
To support his argument, Josh cites The Beatles, Rolling Stones and Queen as classic artists 
he believes young people would ‘surely’ know even if they do not listen to them. In 
particular, even though he is not a fan of Queen, he pays them respect, constructing them as 
authentic by their well-recognised songwriting ability and lasting impact on popular music 
and culture. However, Josh could be making such statements about the importance of classic 
artists to position himself as a young person who possesses a wealth of music information to 
compensate for not being a fan of Queen. Despite this, youthfulness in this situation is 
created by demonstrating a sense of mastery over the history of music. This understanding 
allows young people who know about or are fans of older music to develop a youthful 
identity that is characterised more than just contemporary music and is inclusive of the old 
school. Similarly, while Ivy is a massive fan of Queen, she does not feel the same way about 
Bon Jovi. She explains Bon Jovi songs are nowhere to be found in her music collection. 
Regardless, Ivy attended a Bon Jovi concert with her older sister and found her lack of 
fandom did not prevent her from “getting really excited” about the concert because the band 
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have released “a lot of famous songs.” Ivy was able to enjoy the concert due to the way Bon 
Jovi’s songs have been canonised through radio airplay over the decades.  
 
Young people frame classic artists the way adults do; being skilled enough to stay relevant 
because of their diverse appeal. Will explains the reason for Queen being able to be enjoyed 
by young people is because of the way they had been able to stay relevant in the music 
industry for the 20 years of Freddie’s tenure. He compares Queen’s resilience to the spate of 
1970s bands who failed to survive beyond the decade. In his mind, their ability to write songs 
catering to different tastes added to the group’s longevity and the creation of a “massive fan 
base.” Similarly, 12-year-old Sebastian states that Queen appeals to him because they have 
written a variety of songs ranging from a “nice simple beat” in “We Will Rock You” to more 
technical “tricky” songs like “Bohemian Rhapsody” (Personal communication, May 12, 
2015). Testifying to the ability of Queen’s music to compare with contemporary music, 
Samantha recounts seeing a mixed audience in attendance at Queen + Adam Lambert’s 2014 
concert in Brisbane. She states, “There were people that looked like they could have been in 
their 70s. There were little kids. There were people my age. There were people mum’s age … 
I saw metal heads there. I saw girly girls.” Using first-hand experiences as evidence, 
Samantha frames Queen’s music as enjoyable to a new generation of young people. She 
argues Queen are “timeless” because of her experience seeing “four generations worth of 
people in the crowd.” In these instances, young people admire the lasting impact of old 
school artists in the same manner as adults. 
 
Young people emphasise their classic artists’ wide-reaching and unifying impact on popular 
culture. Zakk frames Queen’s music as both social and anthemic. He states their music is 
“always really good” when listening as a group because “everyone knows all the words.” 
Drilling further into why their music appears to be universal, Zakk perceives them as existing 
as more than just songs. He states, “Those songs aren’t really just songs. They’re more 
anthems that everyone already knows.” He is amazed at how their songs reached an elevated 
status because they are “from such a long time ago.” Since songs like “Bohemian Rhapsody” 
have reached status as an anthem, Zakk argues “if you don’t know it, your kid’s an alien.” 
This particular comment shows how Zakk constructs ‘normal’ people knowing the melody of 
the song and establishes his conviction that everyone ‘should’ know it.  
 
Part of why young people believe everyone should recognise old school music and also why 
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they have come to be fans is because they construct it as heavily canonised. For example, 
according to Ivy, young people’s opportunity to be exposed to Queen will continue to exist 
because their more popular songs such as “We Will Rock You” and “We Are the 
Champions” are “always in movies and everything.” Regarding the more obscure songs, she 
argues young people would enjoy Queen if they were exposed to them. Ivy uses the examples 
of old school used in other popular media forms as proof, in her eyes, that Queen and their 
music are “just timeless.” Her position demonstrates how young people position old school 
music as satisfying to their ears decades after the music’s original release date and continue 
to immortalise it in the same fashion as adults. Some young people’s music practices, in this 
instance, involves being appreciative of older artists rather than dismissive of them as 
illustrated in the first section of this chapter. 
 
Adults and young people share the practice of constructing the significance of old school 
music by emphasising how they inspire succeeding generations of musicians. Elijah, for 
instance, justifies Queen’s artistic impact by pointing out how they inspired hard rock band, 
Bon Jovi and thrash metal band, Metallica. He explains Queen’s “experiments with music” 
lead to a “unique sound” that has influenced bands who have come after. In this way, young 
people frame Queen and older music as being the origins of certain characters in newer 
music. This mindset is shared by Adelyne who shares her perception of how young people 
“romanticise what’s happened in the past” and recognise how old school artists have 
“influenced and shaped the musical trajectory.” In this sense, young people acknowledge the 
significance of old school music and as such give adults power to make themselves 
authorities and guardians of popular music. 
 
Young people use a deeper knowledge of history surrounding a piece of music to create 
distance between themselves and others. For example, Zakk differentiates himself from fans 
who state Pink Floyd’s “Dark Side of the Moon” is a good album based solely on the merits 
of staying in the charts from 1973 to 1988. Possessing an understanding of the Pink Floyd 
canon and why the 1973 album is canonised helps separate Zakk from people who claim 
music is ‘good’ “without really thinking or saying why.” He explains how learning about the 
album’s history and the stories behind it “makes it seem even better.” Knowing as much as 
caretakers and having an attraction for their music, illustrates how young people embody the 
goals of adults to reinforce and perpetuate the belief old school music is quality music that is 
made to withstand the test of time. More importantly, being able to demonstrate his depth of 
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knowledge allows Zakk to construct himself as a ‘true’ fan. 
 
While some young people frame Queen as an old school band other young people have never 
heard of, Adelyne expresses how Queen is a very well-known and widely respected rock 
group. She states, “What makes a band like Queen special is that a lot of people like them.” 
Her opinion implies that being a fan of Queen means being a part of the majority rather than 
the minority. Will and Elijah seem to be aware of this, opting to listen to obscure Queen 
songs to set themselves apart from the many other Queen fans. Like Will, Elijah enjoys 
listening to lesser known and played Queen songs such as “March of the Black Queen” on 
Queen II. He argues that Queen’s popular songs are more repetitive making them more akin 
to modern music. Queen’s versatility allows Elijah to shape his fandom by listening to 
obscure tracks. He believes these songs are “different” and “technical,” allowing him to 
separate his fandom from other Queen fans whom he considers more ‘mainstream’. Listening 
to obscure old songs helps to keep things fresh when listening to classic music. Will separates 
his Queen fandom from others by preferring listening to songs in the band’s catalogue that 
might not get frequently played. For example, he explains how he gets “tired” of listening to 
the Greatest Hits I album and finds songs on News of the World he has never listened to. At 
times, even listening to old school music is not enough for a young person to construct 
themselves as different from each other. In these instances, they require extra levels of 
separation by consuming the obscurity within the old school, and as will be discussed in the 
following chapter, they use this obscurity to educate their parents on the history of popular 
music. 
 
Conclusion 
This chapter set out to examine the ways in which young people create a youthful identity 
through music. What has been discussed throughout is, no matter what music tastes are 
preferred, young people, use them to distinguish themselves in a way that constructs their 
youthfulness. The argument begins with an analysis of teenagers’ interest in newer music 
targeted at the youth market. As much of the chapter has pointed out, the overall practices of 
young people in relation to music appear to closely align with those of adults’ examined in 
the previous chapter. Following this argument, young people continue the tradition of settings 
themselves apart from their parents and adults through their music tastes. The data illustrated 
the way young people construct themselves as different from adults using contemporary 
popular music, which lines up with popular and academic discourse, illustrating its continuity 
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originating in the post-war period up to the present day.  
 
It seems as though teenagers do not listen to new music for the sake of its newness, but 
because they believe it to be more relevant and reflective of their collective experiences as 
young people. Part of the way they construct differences towards adults is in their approach to 
music fandom. Central to their youthful experience is how they value social media for 
allowing them to find like-minded fans and connect with celebrity musicians. While young 
people claim newer music possess sonic differences, they debate and frame the contemporary 
music industry as having evolved into something more than just focused on the music itself. 
They characterise the current industry and newer artists as having spectacular stage show 
productions while holding the interpretation that live music performances in decades gone by 
were raw and stripped down. At the same time, young people envision classic song lyrics as 
being overly convoluted and unclear, comparing them to their preference for new artists such 
as Taylor Swift who exemplify straightforward and easily communicable messages. In 
defence of new music, teenagers accuse adults of being music snobs who do not critique new 
artists fairly by listening to a selective range of their catalogue. The significance of these 
practices lies in how they work towards establishing young people as separate to adults, as 
has been done from the post-war period onwards, albeit in a more recent context. 
 
Although young people in this study fall into the category of typically listening to new music, 
there is also a subset of them who prefer non-mainstream contemporary music. This situation 
demonstrates how youthfulness is not only established by creating a difference between 
generations, but also within generations. For the young participants of this study, identifying 
as someone who listens to what is popular on the radio, for example, is not to understand and 
appreciate artistry. This style of reasoning by young people closely resembles how adults 
privilege old school music over the contemporary. Using identical discourses about artistry 
and authenticity, young people frame contemporary music as motivated by profit, and 
engineered in a factory rather than as a form of creative expression and without technical 
musical skill. For these reasons, and like adults, this young group seeks their musical 
satisfaction elsewhere. This alternate source of music can be broadly described as not-on-the-
radio. The details with which young people use to define what they are interested in 
demonstrates their nuanced grasp with music – a trait adults have typically stereotyped young 
people as lacking. 
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If the young people who listen to the non-mainstream music hold some similarities regarding 
fan practices to adults, then those who listen to old school music can be thought of as almost 
clone-like. This particular group share a passion for the classic eras of popular music with 
adults. Adopting the approach of listening to not-on-the-radio music, these young people 
instead indulge themselves in the old school. While the chapter points out how this practice 
had already been manifest in young people decades ago, it seems worthwhile to point out 
how it still continues. As if they were the duplicates of old-school-loving adults, this young 
group feel other young people would be receptive to artists like Queen if exposed to it 
because of their belief that it is timeless. They consider contemporary music to be heavily 
profit-driven, easily mass-produced and therefore underwhelming compared to the abundance 
of talent and artistry they perceive old school eras of music are having. From the discourse 
preserved by adults and popular media, young people have caught the bug of authenticity. As 
such, it is a symbolic weapon with which, to defend the old school and attack the 
contemporary. In this zone, young people have been enlisted by the caretakers and the new 
guardians of quality popular music. As part of their role, they preach how young people 
should at least know about the important musical and cultural impact that classic artists have 
had. The central idea throughout this chapter has been to highlight the continuities between 
young people and adults around the discourses of music, which are used to construct youthful 
identities. 
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Chapter 8 – Data analysis: Individuality vs. family 
 
This chapter examines the practices around the way music tastes, often conceptualised as 
generational ones, become part of the family discourse. The investigation shines a light on the 
ways family members utilise music tastes to negotiate their relationships with one another. 
Such practices contrast with the discourses typically revolving around music tastes, young 
people and parents. Popular media and academia have often characterised the relationships 
between the three as incompatible since the post-war period. The idea of young people and 
parents sharing the same or similar music tastes has been conceived as highly unlikely. 
Popular music was instead seen to be the source of generational conflict between young 
people and parents from that era onwards. In recent times, however, it is becoming more 
apparent and noticeable that the discursive relationship between families and popular music 
has shifted. As demonstrated in chapters four and five, news media have highlighted 
instances where the typical or expected music generation gap has made way for how young 
people and parents share some form of close connection through popular music fandom. As 
Bennett (2012) has previously argued, popular music has become a cultural resource that 
allows young people and adults to engage with each other. In this chapter, the investigation of 
the shared fandom foregrounded by an analysis of the discourse in news media will be 
expanded by focusing on how families who see themselves as part of this discourse frame 
their practices.  
 
Through the theme of cultivation, this chapter will provide insight into shared popular music 
fandom within families. It spends time focusing on how the discourse of becoming or having 
a ‘cool’ parent is developed through the shared fandom. It looks at how parents and children 
convince each other to listen to their music tastes as well as the extent of which they appear 
to do so. In the course of analysing family members’ practices, the chapter illustrates their 
motivations for doing so. Along the way, the chapter spends some time highlighting the 
significant instances where certain practices were unexpected or surprising. These peculiar 
cases help to demonstrate how the discourse of shared fandom is produced by shifting 
understandings of how popular music can be utilised and notions of how the cultural 
positions associated with youth and adulthood are transforming. 
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School for the ‘old school’ 
When reflecting on their practices of sharing their music with their children, adults recall how 
their parents had similar practices when they were young. Nora states how music runs in her 
family, beginning with her parents (Personal communication, April 21, 2015). Her mother 
was a big band singer, and her father played the trumpet. Throughout her youth, Nora’s 
parents listened to jazz and encouraged her to listen to it. Her parents nurtured the common 
ground by regularly attending jazz festivals. Instead of playing off her parents’ efforts as 
something they just ‘did’, she states that “music has been a massive part of [her family] 
growing up.” The practice of sharing in her parents’ music carries down through the way in 
which she encourages her 8-year-old son to listen to her favourite music artists such as 
Queen. Nora’s account of listening to her parents’ music is significant because she did not 
reject their tastes as typically expected. 
 
Although her parents’ preferred music was not mainstream or popular during Nora’s youth, it 
is important because she says sharing in the music of her parents had a profound effect on her 
outlook regarding music. During her youth, Nora did not feel bound by the limitations of her 
cultural positions and age that would have meant choosing only to listen to music targeted 
towards young people. Rather than rebel against her parents by choosing to listen to popular 
music that would seem oppositional to jazz, she embraced it and now frames it as an 
important phase of her life. Having experienced a type of youth where she shared common 
ground through music meant that Nora was already predisposed to having a relationship with 
her children that involved sharing her music tastes.  
 
Similar to Nora’s story of listening to the same music as her parents, Luke tells the story of 
how as a 9-year-old during the 1980s he was heavily influenced by his parents’ music tastes. 
He states, “I liked things that traversed ages if you like. So as a result of my mother and 
father being music lovers, my mother more so I guess, when I was growing up I thought at 
nine years old I thought the Beatles was the coolest thing on the planet.” Luke explains that 
his music tastes lay squarely in the old school. He credits his father as responsible for making 
The Beatles his “first true love” regarding music. Recalling how he was introduced to his 
parents’ music he explained saying, “I used to raid my parents’ record collection and play 
these old LPs on these old His Master’s Voice LP player.” His father had kept a collection of 
original Beatles records dating back to the 1960s while his mother “was a big pop music fan 
of her era and so she bought a lot of singles and albums of bands that were important to her 
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growing up.” Luke’s story positions him as the person actively seeking out his parents’ 
music. While his parents did procure a collection of records to symbolise their youth, it 
subsequently played a part in influencing Luke’s knowledge of and taste for music. Rather 
than forcing Luke to listen to their music, his parents merely presented the opportunity for 
him to share in their tastes. Both Luke’s and Nora’s stories illustrate how the practice of 
sharing music filters down and informs their parental practices. It also demonstrates that 
listening to parents’ music is not a new practice.  
 
Musical tastes not only appear to span from parents to children but also from grandparents to 
grandchildren. Luke’s daughter, 14-year-old Sarah and three generations of her family share a 
fandom of The Beatles. The origin of the familial fandom starts with Sarah’s grandparents in 
the 1960s, moving to her father in the 1980s and then to herself in the present. Over the 
course of four decades, the music industry has been subjected to and shaped by changes in 
technology and shifts in musical styles. However, for four decades Sarah’s family has stayed 
loyal to The Beatles, positioning the pop rock group as a constant cultural element tied to the 
family’s collective cultural identity. As a young person, Sarah explains how her fandom of 
The Beatles is attributed to father and her early childhood. She admits being a fan herself, 
describing how she still listens to them among her other music tastes. This instance implies 
that even though a 14-year-old teenager, she has not grown out of the music she was exposed 
to during early childhood.  
 
According to the dominant discourses around popular music, as children reach adolescence 
they tend to leave behind their youthful tastes, developing new ones in their stead to 
symbolise a transition into a different cultural identity. In contrast with this view, Sarah did 
not leave the music she listened to as a child behind. This music was a taste inherited from 
her father. In this way, she also breaks the archetype of children, specifically teenagers, 
choosing markedly different music tastes from their parents to symbolise freedom from 
parental authority. By breaking from the rebellious teenager archetype, she demonstrates how 
she is ‘close’ to her father and appears as though she does not use music to separate herself 
entirely from her dad. 
 
In multiple interviews, parents perceive the popular music gap between them and their 
children to be narrowing. Reflecting on his youth, Chris describes how he feels as though the 
difference in the tastes of his parents to his own was considerable. He uses the example of 
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how his parents listened to Kamahl (An Australian singer best known for singing “The 
Elephant Song”) to construct an element of “oldness” in his parents’ tastes. He argues “the 
feeling of oldness” no longer strongly applies to his music, explaining his children would 
more likely be receptive to it. The narrowing of the gap not only implies children can enjoy 
older music, it also implies the music young people listen to might not be as jarring as parents 
would imagine. The way in which parents discuss the ‘narrowing’ of music constructs them 
as authorities on popular music -- old and new -- while positioning them in a way to educate 
their children. 
 
Young people are exposed to older music when it is canonised and incorporated into newer 
forms of popular culture. Hearing original or cover versions of the music helps to stimulate a 
musical dialogue within the family. Skye recalls how she often listens to covers when her dad 
appears, asking how she knows old songs. She explains most of the music she listens to is 
heavily influenced by her viewing of television shows, such as the comedy-drama musical 
Glee. Aaron points out how he tends to educate his daughter on the origins of the covers she 
listens to, stating, “I think [young people] just assume whoever’s singing it is whoever wrote 
it.” Taking a more authoritative stance, Aaron explains how he corrects Skye’s knowledge 
“because obviously, she doesn’t have the experience.” Even though Skye is educated about 
the original versions of the songs she maintains that she prefers enjoying the more recent 
versions. Aaron ascribes Glee as being the catalyst responsible for bringing Skye and himself 
closer together. On a more personal note, he states, “It was my music in a contemporary 
style.” Canonisation of popular music has had the effect of introducing young people to older 
styles while perfectly positioning parents as orators of music history. 
 
Shared musical fandom between parents and children is stimulated in the way children 
explore their parents’ music collections. For example, when Elijah discovers songs he likes 
from within his father’s CD collection he tends to share them with his father. Elijah’s act of 
listening to music that seems ‘new’ to his ears and then presenting it to his father illustrates 
how children’s fandom is driven by the need to share music with parents rather than high 
school friends. A parent’s role in this situation is to legitimise their children’s ‘good’ or 
‘cool’ tastes. Parents are the figures of musical authority who provide affirmation when asked 
by their children to recognise a ‘cool’ old school song. In response to the scene teachings of 
the veterans, young punks thought of their older counterparts as important to the scene with a 
“highly reverential attitude” (Bennett 2006, 229). 
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Parents’ music collections that are easily accessible, influence and support their children’s 
interest in their music tastes. Elijah explains that most of the music he listens to is taken from 
his father’s CD collection. Although the collection belongs to his father, Elijah has claimed 
ownership of it, stating, “I’ve got all of his discs that I just listen to.” This reflection on his 
listening habits is an example of how tangible forms of music are still used by young people 
who are understood as more inclined to use the internet. While Elijah has free roam of most 
of his father’s music collection, he mentions he probably does not have the discs his father 
listens to routinely. This limitation on access to parents’ music collections suggests how 
children’s and parents’ fandom of the same musical artist is constructed differently with 
different understandings. It also shows how parents’ actions place limitations on the tastes of 
their children. A parent’s act of keeping select pieces of their music to themselves while 
allowing their children access to the rest implies parents still have ways of maintaining their 
identity and distance to their children amidst fostering a shared musical taste.  
 
Parents’ attempts to foster their children’s interest in old school music can be temporary, with 
children outgrowing the influence of their caretakers as time passes. Aaron’s fandom of 
Queen was potent when his children were very young and impacted on how he played around 
with them. Around the time his children were toddlers he was a “Mad Queen fan” and 
explains how he “used to always push” them into the fandom with him. Aaron would play 
Queen’s music and videos for them resulting in them becoming “mad Queen fans as well.” 
Skye remembers how she used to dance around to Queen’s “Crazy Little Thing Called Love” 
but counters her father’s recollection about her being a Queen fan. She argues, “I think he 
really, really wants it to be right,” explaining that she only showed an interest in the music 
because “it was really the only music [she] had access to.” As a final remark, Skye cheekily 
states, “He took advantage of my innocence and my lack of music knowledge and pushed 
me.” Aaron relents, agreeing his children’s fandom was not genuine. He concludes, “It’s only 
as they grew older they realised that maybe this is not really [their] sort of music.” When 
asked why he thinks they outgrew Queen, he explicitly points at the importance of identity 
construction for young people. Part of the construction is differentiation from the rest of the 
family, explaining, “You want to find … your own music and I think that’s natural enough.”  
 
Reflecting on his experience of this, he remembers being proud of himself for his music 
without being influenced by peers or family members. Despite Skye’s non-fandom of Queen 
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from the age of 7 to 12, she is coming to appreciate Queen again. She explains that although 
she “really didn’t like Queen at all” during that period, she is starting to understand why her 
father argues the value of Queen’s music. Skye points out that she enjoys a handful of the 
limited amount of Queen songs she has heard, citing the singing abilities of Freddie Mercury 
as the drawcard. Therefore, although young people break away from their parents and their 
attempts of cultivating their music taste, they eventually come to terms with why parents 
pushed their tastes onto them. 
 
The New School of Cool 
Young people use shared listening opportunities to introduce music they like to their parents. 
Unlike the dominant discourse of anti-social teenagers, young people do not want to isolate 
themselves from their parents using their music tastes. Instead, they want to introduce them to 
it. While there are instances of adults picking up their parents’ music tastes during their 
youth, there are times that exhibit the opposite. Adults tell stories of how their parents 
managed to develop an appreciation of artists they listened to as children. For example, 
Matt’s mother developed a keen interest in his and his brother’s music tastes. In the 
beginning, Matt’s mother was resistant to understanding her children’s interest in certain 
music artists. This position illustrates the default parental discourse of being critical towards 
young people’s music tastes.  
 
Matt recalls the “quite frustrating” experience as a teenager of approaching his mother to 
discuss his music tastes. He tried reasoning with her about the value and importance of The 
Beatles, to which, “She wasn’t particularly interested.” Providing more information about the 
situation, Matt characterises his mother as a possessing an adoration of “the likes of Frank 
Sinatra and the 1950s.” Part of the frustration of the experience for him was that by the time 
he was a teenager with an interest in music, his mother had “grown up and out and older” 
than The Beatles. This description of his mother reflects the dominant discourse of adults 
leaving behind leisure activities and musical tastes they enjoyed in their youth and for the 
same reason becoming ignorant of the current music trends of the time. Matt’s description of 
his musically ignorant mother is given even more impact as he stated she was once 
“musically unaware.” Explaining his mother in this way is evidence of how music had come 
to symbolise a distinctive split in the family along the lines of cultural taste. 
 
While Matt sets his mother up to be musically ignorant, he later reveals how her position on 
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music shifted. He discusses how his mother’s initial ignorance of young people’s music tastes 
did not last. His mother became more accepting of his and his brother’s musical taste, even 
developing a “strong interest” in it. Her interest grew in the face of him and his older 18-year-
old brother “playing a lot of music very loud” in their rooms. The music she would hear 
ranged from Pink Floyd to Queen. Matt focuses in on the peculiarity of a parent listening to 
young people’s music. He points out, “She was 50, 60, 70 years-old as I grew up,” but 
unconventionally “became very discerning” about what he was listening to. Matt stresses that 
his mother was “quite happy even though she was an older woman” to hear her son’s music. 
He also briefly mentions that his father was also interested but “never really expressed it.” As 
Matt’s mother managed to express an enjoyment of his music he felt closer to her than his 
father. He closes the anecdote stating, “She and I definitely shared an enjoyment of music, 
and she was able to transcend her age in that respect, absolutely.” This reflection suggests 
that to build a close relationship with children through music, parents need to foster their love 
of the music. As such, parents’ interest in music leads to a shared enjoyment and reframes a 
child’s experience of their music tastes from being individual to embedded well within the 
family. 
 
When listening to contemporary youth music, adults discern similarities between adults’ 
music and young people’s music. Eleanor explains when listening to new music she will 
often recognise aspects of songs heard before in much older music. Affirming this perception, 
Eleanor’s 26-year-old daughter, Faith, tells how she gave her mother a copy of Taylor Swift’s 
1989 because it drew on elements from 1980s female pop artists such as Cyndi Lauper 
(Personal communication, May 24, 2015). Faith then proceeds to explain how one particular 
song, “Out of the Woods,” sounded like an “evolution of Pat Benatar.” Children perceive 
adults as using their experience of music to judge contemporary music. Mel describes how 
her mother’s piano and choir background has impacted on the way she measures music. 
While Mel would enjoy watching shows like Glee and The Voice, her mother pays close 
attention and critiques the vocal performances. Mel states, “I think [mum] more than me has 
had always a much deeper appreciation of someone’s actual talent.” 
 
Although parents situate themselves well within old school music fandom, at times, they 
admit new music with the right characteristics does appeal to them. Aaron explains how he 
prefers certain styles of music that happen to be old. He identifies himself as “a pop rock 
boy” who listens to “blues rock, Queen, Led Zeppelin, Pink Floyd, [and] the old super-bands 
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of the ‘70s.” Music that is not old or “good rock music” is immediately dismissed, as he 
states, “It’s difficult to engage with the really modern stuff which is more R&B and dance 
and rap.” Surprisingly, though, he admits to having developed an appreciation for particular 
contemporary artists. Aaron argues that artists such as Taylor Swift are rare in the 
contemporary music scene, but when they emerge they have an incredible impact. He 
supports his argument by stating how artists like Swift can write quality songs independently, 
possess vocal prowess, and have the ability to connect with a broad range of audiences. These 
characteristics are framed as traits of an authentic artist. In Aaron’s eyes, this set of criteria 
represents the hallmarks of “good quality music” and an artist like Swift “is just such a good 
example of someone carrying on a musical tradition.” This statement demonstrates how 
parents distill the characteristics of their music tastes and transfer them onto contemporary 
music to see if they match up. Adults’ understanding of musical authenticity and their ability 
to see the similarities between the artists they grew up with to those of their children’s. In this 
way, authenticity becomes one of the lines that connects families through popular music.  
 
The discourse of authenticity in relation to being a musician is drawn upon by young people 
to justify the value of their contemporary artists in the eyes of their parents. For example, 12-
year-old Luna constructs Taylor Swift as a ‘proper’ musician because she can play a wide 
range of instruments, which in her mind is “really good.” Continuing, she praises and states 
as fact that the musician can compose her songs without any outside assistance. Adding to the 
construction of Swift as authentic, Charlotte states the “lyrics are meaningful” and “they’re 
not just written by a songwriter.” Providing more depth, she argues Swift “puts her work into 
it” and explains the inspirations for the songs are “coming from her genuine experiences.” 
More than just putting in hard work, Kaylee explains how she sees Swift as having a grasp of 
artistry with her lyrical output. She states, “I like that her songs are stories. As I said, I do 
creative writing, so I like that there's a story in there.” Specifying how she is a student of 
creative practices, Kaylee establishes herself to some degree as an authority on music. As part 
of their fan practices, young people cloak their favourite artists with discourses of 
authenticity. 
 
Young people envision their favourite artists as more than just musicians. They see them as 
characters who develop into good-natured people. Faith explains how she became a fan of 
Taylor Swift after approving of her 1989 album, which triggered her thirst to learn more 
about her new idol through her “hilarious” Tumblr blog posts. Her respect grew because she 
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agreed with the star’s outlook and opinion, but remembers seeing “idiotic posts” in the past. 
In this regard, she believes the star has “grown up.” Another admirable aspect of Swift’s 
online conduct is how she interacts with her fans in a “really, really sweet” way. For these 
reasons, Faith states, “She's kind of become a person that I feel like I could be friends with 
which makes me more fond of her music.”  
 
Like Faith, Kiera and Ruby describe how they each became fans through Swift’s music, but 
their fandom grew as they sought out knowledge about her. For Kiera, Swift has “definitely 
grown and grown in [her] life” and is held in her mind as a “friend figure that’s always 
there.” She explains her view of the star as someone “you can always count on … to make 
you feel better through her music” and is “always [doing] things for fans.” Interestingly, 
Ruby explains her fandom of Taylor Swift, while once based on her music, is now based on 
her status as a person. She states, “I started knowing more about her and now … I like her 
more than I like her music.” Even though she is a fan and a member of Taylor Swift’s 
audience, she sees herself as “so involved in her personal life” due to the knowledge she 
holds. By providing justification for why they admire musicians as people instead of only as 
celebrities, young people can construct how the music they listen to represents good values in 
the eyes of their parents. 
 
Artists are framed by young people as more than musicians because they do not let their 
status as a celebrity interfere with their connection to fans. Charlotte, for instance, feels as 
though Swift, being a celebrity in an era where “everyone knows her,” “handles her image 
and handles the fame” in a way that allows the artist to “stay grounded.” In her mind, 
Charlotte paints the star as being “appreciative of where she is and [doing] her best to please 
everyone.” Kiera admires Swift’s “portrayal of herself in the media,” pointing to her 
intelligent responses during interviews. More importantly, in her eyes, Swift “still takes the 
time” to connect with her fans through Instagram and Tumblr despite her celebrity status. 
Regarded as a high-profile counsellor, Kiera argues Swift “[reaches] out to her fans in times 
that they need her.” Part of the reason young people consider artists as ‘grounded’ is because 
of the way they converse with their fans. For example, Charlotte sees Taylor Swift as 
“perfect’ because “she knows how to treat her fans well.” In agreement, Luna states how she 
“gets everyone” and “cares about her fans” resulting in her status “going up and up and up.” 
Skye admires her for “[speaking] directly at them” and attempting to strike up genuine 
conversations. In this way, Skye believes fans “become part of [Swift’s] life … where they’re 
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not just known as fans.”  
 
Skye and Ruby also frame Taylor Swift as grounded, providing more details about what sets 
her apart from other celebrities in their eyes. Skye believes being “in that world of celebrity” 
artists are susceptible to losing touch with reality and deems many famous people as “really 
unapproachable.” These types of celebrities, in Skye’s opinion, are rich and live in opulent 
mansions but argues if someone holds a conversation with them “it's like they're distant and 
in their interviews they don't really talk.” In comparison, she sees Swift “as a person rather 
than a celebrity and she really shows that to her fans.” Supporting Skye’s argument, Ruby 
provides more details on why Swift is grounded. She states how Swift “isn’t always out there 
… and doing crazy stuff to get noticed.” Ruby values Swift because of the qualities she 
reflects as she is perceived as “never really been into” clubbing, drugs and alcohol as well as 
“thinking she can do whatever she wants” due to her celebrity status. Instead, she is 
considered as not having changed from becoming a celebrity and is “still just a normal, 25-
year-old girl” maintaining a sense of normalness by “[hanging] out with her friends.” 
Likewise, Kaylee views Swift as a person who is family-orientated, enjoying cooking, craft 
and cats. However, unlike Ruby and Skye, she admits her fascination with Swift is due to her 
celebrity status and the perks that accompany it. She explains, “[Taylor] is obviously 
gorgeous, she is rich, so her clothes are always beautiful” and as such frames it as a “fantasy 
lifestyle.”  
 
Young people view their favourite artists’ as authentic in the sense they understand what 
resonates with fans. Faith applauds Taylor Swift’s ability to produce songs that resonate with 
her fans, citing “You Belong with Me” as an example that “so many girls [can] relate to.” 
Faith constructs Swift's authenticity in the way she assumes the artist is “writing from her 
experience,” which “hits her demographic so well.” Speaking more about the market Taylor 
Swift appeals to, Faith observes how the pop star “was always loved by teenage girls” 
because she developed her public identity alongside the Jonas Brother’s and Selena Gomez 
who were made famous by the Disney Channel. Faith goes on to explain how Swift has 
embraced and embodied a kind of “daggyness” that showed young girls that “it’s okay to be a 
dag.” For Mel, the Taylor Swift songs that resonate with her the most are “not the upbeat 
dancing ones,” but the ones that “relate directly to something in [her] life.” For Charlotte, 
Taylor Swift’s songs allow her to vicariously share the artist’s experiences, as she states, “I 
can live through her lyrics.” At the same time, she declares that she can take the wisdom she 
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has learned and apply it to her life.  
 
Young people see their artists as role models they can aspire to. For instance, Ella describes 
Taylor Swift as an authentic, “charismatic” and “genuine” pop star (Personal communication, 
April 25, 2015). She states, “[Taylor] just seems very genuine and I think that’s a positive 
thing to reinforce as a celebrity for the public.” At a young age, Ella maturely recognises the 
need for the public to have personalities who act as guides. Luna explains how her idol 
“understands” her young fans because she has “been through a lot of all the bullying and 
everything.” Further to this point, Kiera admires how Swift “doesn't let the negativity get to 
her … or doesn't let people see that the negativity gets to her.” Artists are framed as 
champions who have weathered hardships and come away stronger. Describing Swift in 
further detail, Luna believes the artist’s “beautiful” inner-qualities shine through her conduct. 
For example, Luna outlines how Swift was unsure if she would go on a world tour while her 
mum is battling cancer. For these reasons, Luna is convinced Swift is “kind and a 
sweetheart”, concluding with the statement, “Yep, she’s amazing.” In Luna’s eyes, Swift’s 
commitment to family is something she values in her life. The caring nature that Swift 
exhibits is also idolised by Kiera who states she aspires to be “as genuine and giving.” In 
more detail, she explains how she believes the “everyday things that [Swift] does … inspires 
[her] to be a better person” and serves as a benchmark that she can “shape at least part of 
[her] life on.” For Mel, Swift’s music reflects the type of person she aspires to be. She states 
that her lyrics are “so open and honest, and that’s the kind of person I am.” Furthermore, she 
values how Swift “says exactly what she thinks about everyone.” 
 
Trading tastes 
Parents cultivate their children’s love for music by giving them the musical freedom to share 
their music. Matt tells the story of when music was required for a family road trip. Rather 
than instructing Elijah to take music from both of their collections, Matt asked him to “make 
up some discs for the car.” This act constructs himself as a good parent, being able to hand 
his son complete ownership of the project as opposed to prescribing specific requirements. 
Providing Elijah with the ability to work independently on the road trip project allows 
musical freedom and expression. Allowing children free reign to select the music 
demonstrates a parental open-mindedness to listen to children’s music and respect their 
choices. Handing down the task to Elijah emphasises Matt’s power over his son as an 
authoritative figure. At the same time, his instruction displays an added dimension of 
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empowering his son with musical freedom. Asking children to express their musical tastes by 
mixing it in with their parents’ is an example of how parents encourage their children’s 
fandom and interest in music. 
 
Cultivating children’s interest in music allows parents to use a shared love of music to 
designate a family space and define the identity of the family. Because parents choose to 
listen to music with their children, they can use such instances as the means for establishing a 
family practice. For example, Elijah’s task of creating CD compilations for a family road trip 
acted as a way to collapse potential social barriers. As Elijah was able to get his pick of music 
on the compilation CDs that would play through the car’s loudspeakers, there was no need to 
use headphones and thereby no means of isolating him from his father. By engineering the 
situation so that Elijah’s music would play for them both to hear, Matt turned the car into a 
listening space and a conversational place. Having Elijah listen to his music in isolation 
meant that the potential for a father-son dialogue would be minimal. Situations such as these 
suggest that cars and shared listening activities are symbols of the family.  
 
Cultivating young people’s music tastes allows parents to share musical experiences with 
their children. By influencing their children’s tastes, parents make it easy to engineer 
moments of family unity, such as through conversations about music or acts of shared 
listening. By conditioning children to love parents’ music, parents can dictate the listening 
space. The story of Elijah’s compilation of road trip music is evidence of this. Because 
Elijah’s tastes are shaped by his father’s collection, much of the music on the CDs he created 
for the car trip was familiar to both father and son. Even though Elijah had drawn music from 
his father’s music collection, Matt had discarded some sections of it. As Matt states, “A lot of 
that stuff [on the CDs] was stuff that I hadn't listened to in quite some time, as I said, 
including stuff from Robbie Williams' greatest hits and also from some of the Bon Jovi stuff 
as well.” These artists are among some of those he “wouldn’t consciously have chosen to 
listen to in maybe five to ten years.” He explains how Elijah has gravitated to the neglected 
section of his music collection stating, “He's had an ear for it and liked it and added it to the 
compilations.”  
 
Much of the music Elijah included on the CDs was not Matt’s preferred choice, but it still 
acts as a catalyst for a shared musical identity because it once played a part in his music taste. 
Without having similar tastes, the ability for the duo to enjoy the same music in the car as a 
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collective would have been different. If the combined music tastes were dissimilar, more 
tolerance for each other’s music might have been required. When the music tastes of parents 
and children are similar, it becomes easier for the family to band together. In the case of Matt 
and Elijah, their musical alignment is embodied in the compilation CDs. As such, the creation 
of playlists drawing from both parents’ and children’s individual tastes in music embodies the 
establishment of familial common ground. In this way, a family’s collective musical tastes 
become part of a range of elements that define a family’s identity.  
 
While parents choose to endure their children’s musical tastes for the sake of maintaining 
their relationships, the reverse is also true. Children endure their parents’ tastes to keep the 
family relationship in good stead. Allan points out his belief that being a good parent by 
enjoying his children’s music works “the other way around.” He describes how his daughters 
wanted to share in his and his wife’s fandom of Pat Metheny, an American jazz guitarist who 
got his start in the 1970s. Allan frames himself and his wife as the ‘actual’ fans of the 
guitarist, stating, “The kids, they went for us because Fleur and I enjoy that music.”  
 
Without having a significant stake in the musical aspect of Pat Metheny, Grace and Layla 
decided to accompany their parents in public to the show. Fleur speculates her daughters 
“were probably the only kids there.” Grace responded saying, “I was really excited to go and 
glad to be there, even though most of the people there were old men.” Recalling what she 
observed of her daughters’ attitudes at the concert, Fleur comments, “They thought that was a 
little bit weird, but they liked the music, and they were glad that we took them.” Grace 
agreed, stating, “I didn’t mind because the atmosphere was really great and I liked being 
there with my family … the music was really good too.” This suggests the daughters were 
willing to be outside their comfort zones, as long as it was for the family. For Grace and 
Layla, the motivating factor for being seen in public with their parents at an old school 
guitarist’s show was being able to play out a sense of familial unity. As Allan stated, “[Our 
daughters] reciprocated in the sense they understood we enjoyed that music, and they wanted 
to share it with us.” What could have been a parents-only activity had become a family one. 
In a kind of role-reversal, parents who once championed the role of supporting their 
children’s interests and activities have emerged as the ones being supported by their children. 
In the same way, adults want to be ‘good’ parents by sharing in their children’s tastes, young 
people are willing to put aside any musical differences that exist to be a ‘good’ child to 
maintain a strong connection with their parents. 
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In the pursuit of a strong familial connection, parents initiate ways to force a dialogue with 
their children around musical taste. Skye recalls how her dad has often come to her testing 
her knowledge of classic rock artists. She mentions one particular occasion when her dad 
asked if she knew of David Bowie. After replying, “Well, sort of,” Aaron guided her into his 
home office and proceeded to play his songs for to expand Skye’s musical knowledge. Aaron 
elucidates on the impromptu music lessons arguing that his rationale is to share his identity 
with his daughter. He states, “So I'm really interested in, particularly as she grows up, taking 
her through the late '60s and the '70s and all the different genres and bands that I liked 
growing up.” While some sessions are heavily driven by Aaron showing his daughter music, 
other times the sessions are more reciprocal, as Skye says, “He’ll just play music from back 
in his day and I'll play music from my day.”  
 
Being able to have music-sharing sessions is enabled by the fact that both family members 
share an interest in music. As Aaron states, “It's like because we have this common interest in 
music we can educate each other about the different eras.” Sharing songs from these eras is 
the same as telling a story of his youth. These sessions allow family members to gain an 
understanding of another dimension of each other’s identity. On the other hand, he expresses 
gratitude at being introduced to Skye’s music tastes through the sessions as it allows him to 
vicariously keep in touch with the contemporary music scene and formulate a more complete 
understanding of his daughter’s identity. One of the purposes of the music-sharing session for 
Aaron is so that he can find points of similarity rather than emphasise points of difference. 
Aaron expresses a fear of being out of touch with modern music, and if it continues, he fears 
the strong musical connection with Skye will disintegrate. He emphasises the importance of 
the sessions in being able to counter or prevent such a situation from occurring. 
 
At times, family members disagree about musical taste. The family tasks itself with trying to 
find a common selection of artists, but the journey is not always easy. Enjoying music 
children listen to is a practice employed by parents to establish common ground. However, 
the musical ‘place’ where the tastes of parents and children collide has its limits. For 
example, the music Selena shares with her daughters includes One Direction, Taylor Swift 
and other top charting pop artists. Although she listens to most of her daughters’ music, she 
prefers not to hear to rap laden with profanity. This dynamic is similar to Aaron’s relationship 
with his daughter, Skye. She explains that being able to share her music tastes with her father 
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is not especially troublesome because she happens to listen to music that he does not find 
“bad or anything.” She states the reason they can listen to the same music is that she follows 
in his tastes pointing to how she is “not really doing the rap and that kind of stuff.” Aaron 
agrees that R&B and rap are not his preferred picks and rattles through some artists he finds 
offensive, with the help of his daughter, such as Nicki Minaj and Iggy Azalea.  
 
He frames his music fandom in the rock genre, citing Led Zeppelin and Pink Floyd but also 
mentions that he loves pop music from the 1970s. Speaking from the position as more of an 
‘old school’ fan, he compares how the overall percentage of modern popular music seems to 
be music written on and generated by computers (R&B, EDM, rap) rather than traditional 
instruments. However, Aaron admits there are a few contemporary artists, such as Sam Smith 
and Selena Gomez, he appreciates based on their technical proficiency and songwriting 
capabilities, believing they try to appeal to a broad audience outside of the youth market. 
Although Skye attempts to position herself and her music tastes as more aligned with her 
father by stating how she is not a devoted fan of R&B, Aaron paints a different picture 
responding that “Skye’s into a bit of R&B that I’m not really into yet.” While Aaron explains 
that the genre is not for him, he provides a glimmer of hope that there may be a chance for 
him to enjoy it in future and share an additional musical bond with Skye. His statement also 
counters the stereotype of fathers who are stubborn with their music tastes, only listening to 
artists from their youth.  
 
The trading of music with children allows parents to regulate their children’s lives, ensure 
their safety and moral character. As parents are exposed to their children’s music, they are 
sometimes hesitant about the artist’s image and the values they represent. While Claire does 
not “mind” Lady Gaga’s music, she states, “I just don’t like the image.” On the one hand, she 
disapproves of the unsavoury artist image as a ‘good’ parent. On the other, Claire’s 
disapproval is tied to the way she constructs herself as a purveyor of quality music. She 
argues that she “respects their art” and that artists are “not letting their music or themselves as 
a person sell” if they focus on image more than music. Unlike Claire, Aaron permits and 
accepts his daughter’s fandom of One Direction. In comparison to his standards of classic and 
pop rock, the boyband is “okay” but “just not as good.” Similar to Claire, Aaron plays the 
role of a music critic, but as a parent, he is mindful of keeping his daughter on the right 
‘moral’ track. For example, he says One Direction’s music is “not offensive at all,” compared 
to other artists he fears Skye seeing where he would be “horrified.” His stance is that if he 
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declines to see a band, then he “wouldn’t want her going.” 
 
Trading places 
In the previous section, the term ‘trading tastes’ is used to describe the practice whereby 
family members use tastes to establish cultural connections and family bonds. Comparatively, 
‘trading places’ is used in the following discussion to illustrate how typical understandings of 
the relationship between popular music taste and age are seemingly reversed. Looking back, 
chapter six sets up how parents are seen as musical authorities. However, the following 
analysis illustrates how this role is taken up by young people.  
 
The act of introducing their parents to pieces of old school music can demonstrate how young 
people’s musical knowledge surpasses those of their parents’. For example, although Elijah 
and Matt’s musical tastes are closely aligned with the old school, the former introduced songs 
that were new to the latter. Father and son both enjoy Dire Straits and Bruce Springsteen; 
however, Elijah demonstrated his depth of old school music by finding obscure old songs. As 
Matt states, “there were songs on [the compilation CDs] that I didn't recognise, and I had to 
ask him what they were. But I mean in 300 songs you're probably only talking four or five.” 
In this situation, Elijah is trying to introduce his dad to ‘new’ old music that expands the 
dimensions of his father’s understanding of old school music. In this way, Elijah 
demonstrates a mastery of old school music that surpasses that of his father’s. 
 
Parents can position themselves in a way that allows them to maintain strong familial 
connections by engaging with children’s music tastes and by encouraging them to share their 
tastes. In some cases, parents do not need to make a large stretch to reconcile with their 
children’s music tastes. When children end up scouring their parents’ music collection and 
claiming the old school artists they discover to define their music taste, parents find it easy to 
share in the taste. For example, Queen is a taste Elijah inherited from Matt’s CD collection. 
Matt claims that Elijah is the more dedicated fan of Queen, driving the family’s collective 
interest. He confesses, “They probably aren’t my first artist of choice to listen to. As you 
picked up, it’s where Elijah’s influence came through.” Matt’s partial enjoyment of Queen 
comes from his brother during his youth but prefers the sounds of Bruce Springsteen and Dire 
Straits. As Queen becomes one of Elijah’s core music artists, Matt’s willingness to also listen 
to the British group becomes a critical practice in keeping a musical connection with his son. 
Matt cultivates his son’s interest in the band by asking him to create CDs for a road trip that 
187 
would draw from Elijah’s tastes. Reacquainting himself with Queen helps to place Matt in a 
position where he can better relate to his son’s growing interest in music. He states that 
during his youth, Matt would specifically listen to Queen. Now Elijah is the emerging Queen 
fan, the times Matt listens to Queen are when they are together in the car. 
 
The effects of children’s cultivation for the old school surprises parents with ‘new’ old music. 
The act of children sharing youth-oriented music with their parents is unusual. Even more 
unusual, as seen in Elijah’s case, is how children share long forgotten music with their 
parents. The below interview excerpt reveals how children’s fandom of parent’s music 
provides material for a family conversation: 
Matt: Yeah, I don't know that he has [shared ‘new’ music with me].  
[Laughter]. 
Matt: I don't know that that's necessarily propagated backwards. I don't 
know if there's any sort of modern music as such that you've listened to, 
that you've come to me and said, “You should hear [this].”  
 Elijah: I mean stuff on old discs that you - as I said before from 
something you’ve … hadn't heard it. 
Matt: No, probably not. That's a hard one to describe. He may come back 
to me after hearing an album that I wouldn't have played for a decade and 
say, “Hey that's good, I've been listening to that,” and then we'll talk about 
where I first heard it or when I listened to it or the fact that I haven't 
listened to it. But it's generally historical rather than current day stuff. 
 
Matt explains how although Elijah may listen to some newer music, he does not ask his father 
to hear it. This infers how Elijah is selective with sharing music, ensuring that any songs he 
shares would need to be acceptable for his dad. It also implies how Elijah possesses an 
intimate knowledge and sensitivity for his father’s music tastes. Matt points out that Elijah 
presents him with both forgotten songs and old school songs he has never heard. On the one 
hand, children’s discoveries of ‘fresh’ music in their parents’ music catalogue has the effect 
of helping parents rediscover music from their youth. In Matt’s case, this involves music he 
has left behind and is not in his current playlist rotation. The rediscovery of old school music 
prompts parents to tell stories of their experiences with it, explaining the origins and 
significance of the music to their children. When reflecting back on the times when his son 
has brought up music from his past, Matt frames the music as “historical” rather than old. The 
188 
choice of words implies an apparently ‘objective’ importance of the music he holds dear and 
that the stories he tells Elijah are not only familial conversations but also the passing down of 
musical knowledge. On the other hand, children’s access to inherited music collections 
allows them to surprise their parents with music they have not listened to before even if they 
own it. In this instance, the discovery of obscure old school music becomes new music to 
both parents and children, as they share their first experience of it.  
 
The dynamic between parents and children in some families shows how children follow in 
their parents’ musical tastes but then also far exceed them regarding their breadth of 
knowledge and fandom. Even though his father introduces him to a majority of the music, 
Zakk states that “[he’ll] probably get into it a lot more than [his father] ever did,” by 
purchasing entire back catalogues. One example he gives, is how he found only three Pink 
Floyd albums present in his father’s collection and after listening to them decided to complete 
the collection. Michael describes his son’s music fandom stating, “I would take a casual 
interest in it, and really enjoy it, but then Zakk will just go deep, deep, deep. He'll get all the 
albums.” The hyper-fandom of parents’ music does not cease with the acquisition of an 
artist’s discography. It continues with the self-education of the artist’s history and trivial 
knowledge. Michael explains how Zakk educates himself by reading about artists after his 
dad borrows CDs from the local library or takes Zakk to purchase music. In this way, while 
simultaneously sharing his tastes with his son, Michael is also taking action to support and 
nurture the development of his son’s fandom. It also demonstrates how children rapidly 
construct their fandom in a self-directed manner. As parents allow their children to take the 
reins of intergenerational fandom, the children transition into a position where their newly 
acquired knowledge helps them to educate their parents about certain artists. The below 
exchange between Michael and Zakk illustrates this shift in the parent-child dynamic:  
Michael: So he'll come in and he'll tell me - I didn't even know - I don't 
know half of what the band looks like - I don't know where they come from. 
 Zakk: You didn't even know Led Zeppelin was British actually. 
Michael: No, I thought they were American.  I thought Radiohead was 
American. 
 Zakk: Oh really? 
Michael: Zakk educates me on this sort of stuff … he knows the - I know 
the tune - I don't know the name of the songs half the time - I know it's the 
song that's probably third on the track or whatever, but Zakk says, oh do 
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you like such ‘n’ such? I thought, what's that? Then he'll play it; oh yeah. 
So he knows - it's unbelievable. He's an encyclopaedia, but he knows 
everything about - and it's been good then for me because I like the music, 
so I just follow him. 
 
In the conversation, 15-year-old Zakk is framed as the one with mastery and as such the 
authority of popular music. On the other hand, the parent takes the role of a child being on the 
receiving end of the knowledge from someone who knows better. While children who 
become fans of music usually express a mastery of contemporary popular music, in this case, 
Zakk shows that he possesses an exceptional knowledge of old school music. This plays with 
the normative idea that young people know a vast amount more about music targeted at them 
while not understanding much about more classic music artists. Conversely, Michael’s 
position displays how adults are not entirely well versed in music from their youth. Michael 
also explains that because Zakk has become a literal walking “encyclopaedia” of music, he 
relies on his son to build his understanding of music. This frames him as more of a passive 
consumer of music while, allowing his son to do the heavy lifting. 
Michael: So I found this guy, and it was just the type of music that I loved.  
So, of course, Steven Wilson's absolutely [prolific], so he had heaps of 
stuff.  So that kept me busy for a long time but then when Zakk started - 
very quickly overtook me in terms of the breadth of his interest and 
knowledge, and was coming back every week with two or three different 
new CDs. So then there were albums that I knew of or hadn't heard, or 
maybe I didn't own but I knew some of the tracks on it, but now we've got 
the album so then I could get into that. So, Zakk completes the back 
catalogue, and I slowly make my way through it. 
 
Michael managed to make a start on mastering his understanding and knowledge of Steven 
Wilson who was the guitarist and front man of the British progressive rock band Porcupine 
Tree. However, taking after his father’s interest, Zakk rapidly builds his fandom that he uses 
to help his father. In this way, Zakk completes the gaps in his father’s knowledge of Steven 
Wilson and in doing so supports his father’s fandom. Because Zakk completed the last pieces 
of the Steven Wilson catalogue, Michael happily states he can enjoy listening to music 
without going to the effort of curating it. Children’s fandom of their parents’ music involves 
not only enjoying those tastes but also reinforcing them. In this way, children look after their 
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parents’ cultural and leisure needs, while parents provide basic needs and security for their 
children. 
 
Conclusion 
This chapter demonstrates how the relationship between popular music and age operates 
within the family unit. Constructions of youth and adulthood through popular music were 
established in the previous chapter, revealing how young people and adults share the practice 
of justifying their ‘good’ music tastes by claiming authenticity. What is argued in this 
chapter, is how that process of establishing individuality is not entirely separate from a 
commitment to the family. In other words, one’s identity is a complex mix between 
performances of individuality and family membership that are both established and expressed 
through their popular music tastes. Authenticity is used to validate tastes and emphasise 
uniqueness. However, a shared understanding of authenticity across family members does 
allow them to have nuanced discussions when introducing music to each other.  
 
Friction and conflict emerging around the exchanging of family members’ popular music 
tastes do not necessarily mean a break in the family. These disagreements over taste point to 
how popular music was once seen as a source and signifier of generational difference; but is 
now a resource that connects family members. Even though no actual conflicts seem to occur, 
it is significant to recognise that popular music serves as a platform for the familial 
exchanges where conflict or consensus is encountered. Family members use their differing 
music tastes to understand each other’s identities and position with the family unit. These 
identities are reshaped through music preferences for family members to position themselves 
favourably with relatives. Agreements made on certain pieces of music or artists strengthen 
the bonds within a family unit. These familial exchanges that demonstrate either conflict or 
consensus are played out through tastes relating to old school and contemporary popular 
music.  
 
Although this thesis casts light on the phenomenon over family members bonding through 
popular music tastes, it is important to note that this practice is not entirely new. Adults in 
this study have recalled experiences when they have shared in music tastes such as jazz or 
The Beatles with their parents. However, this family practice has become a tradition as these 
particular parents have done the same with their children. In these cases, the adults were 
listening to their parents’ ‘old school’ music, demonstrating how the worship of classic and 
191 
ageing tastes is not new. The worshipping of old school music is, in some situations, strongly 
encouraged and facilitated by parents wanting to share their fandom with their children 
through the listening of music and showcasing of filmed performances. During these 
exchanges, parents used their knowledge of popular music to ‘school’ their young ones and 
asserted their authority as both a parent and music connoisseur. On the other hand, children 
that take an interest in old school music present their newly found tastes to their parents for 
approval, reinforcing parents’ positions as the guardians of ‘good’ taste. Children’s tastes are 
also shaped by access to parents’ catalogue of music, which furthermore entrenches parents’ 
position as the guardians. Without breaking familial bonds or rebelling against parental 
authority, children challenge authority over music. They do so by outgrowing the music 
parents used to shape their cultural environment and taking an interest in more contemporary 
youth-targeted music. 
 
As young people move on to developing their identity by typically acquiring contemporary 
tastes, their parents make an effort to reconnect on the musical spectrum. In the process of 
doing so, these parents rely on decoding new youth music by checking whether it is 
compatible with their idea of authenticity. Looking back, the previous chapter discussed how 
young people and adults share the same view of authenticity even though it is articulated to 
justify their tastes. This chapter shows the way authenticity allows parents to follow their 
children into new musical territories. Parents taking an interest in their children’s 
contemporary music tastes is not new. Adults interviewed in this research remember how 
their parents, once indifferent to children’s tastes, developed an understanding and interest in 
it. Experiences like these contextualise how parents establish family music practices with 
their children. While adults are following their children into spaces with new music, young 
people actively attempt to upgrade their parents’ music tastes. Children present their parents 
with contemporary music that caters to their old school identities. Such an act illustrates 
young people’s nuanced understanding of their parents’ cultural tastes and idea of 
authenticity. In many of the family discussions, children made strong cases when justifying to 
their parents how their new music is authentic. These rationales assist in making their parents 
more comfortable and reassuring them that new youth-oriented music is ‘good’. However, 
one thing that is different is how young people frame their authentic and ‘good’ music tastes 
as being the performed by outstanding role models such as Taylor Swift. This justification is 
approved of and mirrored in parents’ responses about contemporary artists like Swift. When 
parents discussed the authenticity of old school artists, they focused heavily on the musical 
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artistry.  
 
The trading of tastes is an integral practice taking place within the shared musical experiences 
between parents and children. Some parents, however, take a minimalist approach when it 
comes to shaping the choices in music their children make. Though access to parent’s music 
collections impacts and limit children’s tastes, they allow children freedom to explore their 
sonic curiosities. In one case, a teenage male was charged by his father to create a mix CD 
exclusively for shared listening, allowing for the construction and expression of his identity. 
A majority of the songs were drawn from his father’s music collection but would not have 
been his father’s first actual picks. Through an articulation of a different perspective of the 
parent’s tastes, the son constructs an independent identity while maintaining a level of 
reverence to his dad. This suggests how giving children space to explore their identities can 
lead to a returned respect for parents. In this way, parents trade control of the musical space 
for respect as children trade a commitment to the family to express their identity through the 
curation of music. In another case, two teenage girls and their parents each took turns 
swapping tastes. The parents listened to and shared an understanding of Taylor Swift with 
their children, while the girls wanted to attend at Pat Metheny concert with their father. These 
exchanges illustrate gestures of mutual respect for each family member through the 
celebration of shared interests in popular music.  
 
A more literal case of trading tastes occurs within a father and daughter dynamic. They often 
hold listening sessions where each takes turns in playing music from their collections. The 
father chooses from amongst old school pop rock while the daughter showcases 
contemporary singer-songwriters and R&B artists. Upon closer analysis, family members use 
these sessions to construct their identities and actively attempt to shape each other’s tastes. 
Specifically, the shaping of tastes occurs through the education of one another about the 
authenticity of their chosen music styles. This example points to how practices within youth 
culture, especially in relation to popular music fandom, are continued by adults and picked up 
as a tradition by young people. Because of this, family members can work out differences and 
similarities between their identities, leading to a stronger family bond. 
 
Within these exchanges, there are times where typical stereotypes of parents and children in 
relation to popular music are reversed. In the previous chapter, adults constructed themselves 
as authorities and guardians of popular music, especially old school music. Examples 
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presented in this chapter show how the constructed parental authority of music is challenged 
when children demonstrate an understanding of the old school rivalling that of adults. 
Parents’ understanding of old school popular music is not undeniably ‘complete’ since they 
exhibit a stronger affinity for parts of their entire collections of music. Children, then, have 
the opportunity to develop and showcase a mastery of old school music that is outside the 
purview and immediate interest of their parents. In some cases, this has ignited parents’ 
interest in bands, such as Queen, which they have initially been indifferent towards. Where 
parents and children share the same levels of interest in old school bands, the latter still find 
ways to express a mastery over the old school. For example, one father was frequently 
surprised by his lack of knowledge about classic rock bands. One story he told was about 
how his son had to correct his father’s misunderstanding of Led Zeppelin being a British 
band, rather than American as he originally thought. 
 
New youth-oriented or old school music operates as a cultural language between generations. 
What is more significant is how participants’ individual and family-oriented identities are 
performed and constructed through their choice of music tastes. In family exchanges where 
popular music is the currency, participants deploy their understandings of authenticity to 
justify their tastes in a way that establishes their uniqueness but at the same time works to 
invite other family members to buy into their tastes. Looking deeper into this process, the 
findings suggest that the familial exchanges and shared celebrations of music taste exist as a 
way for parents and children to foster a mutual respect for each other. 
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Chapter 9 – Conclusion 
 
The research presented in this thesis throws light onto how popular music taste is used in the 
construction of individual identity and family unity. Significant shifts have occurred in the 
way family relationships are solidified, and the role youth culture plays in the construction of 
self. Children born in the aftermath of World War Two, in allied nations at least, were subject 
to parental efforts to raise productive citizens of the future. The youth culture practice of 
resisting adulthood and dominant culture began during this time as children were framed as 
tiring of their lives being shaped by authoritative figures rather than by their own hands. 
During this time, rock ‘n’ roll music came to symbolise the hedonistic lifestyle that provided 
an outlet for their expression of resistance. Such a ‘deviant’ identity within society was, 
however, an effect of manufacturers and media organisations catering to a new large group of 
consumers with disposable income. Selling materials to feed the hedonistic identity required 
the cultural industries to emphasise actual and perceived differences between adults and 
young people. My research still finds evidence of this cultural practice amongst young 
people. However, it investigates how the ageing of popular music has impacted on the 
practices of young people and adults. This line of enquiry sits within a broader approach to 
understanding cultural resources and practices in the era of post-modernity. Sustained youth 
culture practices by teenagers transitioning to adults have resulted in the concept of youth as 
no longer just an age grouping, but a cultural sensibility constructed and maintained by young 
and old. 
 
Among other youth culture practices, such as fashion choices, this research focuses on 
popular music taste, its links to age and use within the family. Analysing news media points 
to ways the relationship between these aspects now operate since this thesis argues that 
popular media contributes to the construction of reality. Recent news articles have revealed 
some insight into the discursive relationship between ‘good’ parenting and popular music 
taste. The findings indicate that the media now construct the role of parents as unusual due to 
their participation in their children’s music.  
 
In this context, adults in the media frame themselves as ‘cool’ parents by distinguishing 
themselves through heavy participation in their children’s music fandom practices such as 
attending concerts alongside them. By sharing and participating in young people’s music 
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tastes, adults can shape themselves as ‘good’ parents because they are seen to care about their 
children’s cultural education. At the same time, their engagement in popular music is used to 
guide the moral compass of their children through the parental approval or disapproval of 
young people’s tastes. These findings point to the apparent collapse of the generation gap that 
is often played out through popular music taste. 
 
Though the news media focuses on adults in relation to their children’s music, it also follows 
the phenomenon of young people taking on old-school tastes. Young people have historically 
been framed as seeking what is new to symbolise their hedonistic lifestyles. However, my 
analysis on new articles suggests young people are fascinated by old school music and 
possess intimate knowledge of the popular music canon, especially the rock genre. Popular 
media forms and internet-based technology appear to be responsible for the canonization of 
old school music and its exposure to young people. News reports suggest that by learning the 
canon, young people can turn away from dominant forms of contemporary young people’s 
music and indulge in the perceived authenticity inherent in the old school. Though an 
analysis of news articles provided a way to detect the broad contours of the discursive 
relationship between popular music taste and age, this research involved qualitative 
interviews with families to further investigate how the practices around music now occur in 
and around the family identity. 
 
Individuality within the family 
While chapter eight concludes by discussing the ways in which music practices and tastes of 
family members are manipulated to establish a cohesive family identity collectively; it also 
focuses on how family members’ individuality is still maintained within the family unit. It 
argues that adults maintain feelings of youthfulness in various ways, through the 
consumption of dated as well as more recent music. It analyses how young people’s tastes in 
old school music and new sounds articulates difference in relation to other young people and 
adults more so than it emphasises a youthfulness. The youthfulness of adults has been 
covered in news media in relation to discourses about grey nomads and youthful outdoor 
lifestyles and fashion aesthetics. The research referred to in this project takes the discourse 
and contextualises it within popular music taste. Investigating this cultural phenomenon 
illustrates how the notions of cultural fragmentation and the unlinking of age and taste have 
taken place around practices of music consumption within the family unit (Chaney 2004; 
Bennett 2012).  
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Adults construct their music tastes in a way that allows them to maintain a sense of 
youthfulness. On the one hand, they revel in their music tastes from their teenage years. 
Listening to the sounds of their youth reminds them of stories about when they first heard a 
certain song, artist or genre. In remembering their youth through the experience of music, 
they are reconnected once again with who they were at that point. Chapter eight discusses, 
how adults’ older music not only triggers memories of youth but how they might be re-
contextualised when their children also listen to the same songs. Rather than just constructing 
their youthfulness by listening to music that reminds them of their younger years, they also 
manufacture practices around music to resist the effects of time. The logic goes that if their 
taste in popular music reflects their identity and age, then redefining old music as ‘timeless 
classics’ allows them to redefine their adult identities as ‘not old’.  
 
Central to this redefinition of older popular music as timeless is the notion of authenticity, 
which adults use as the criteria to fashion music as impervious to age. While older music 
reflects a degree of youthfulness in the lives of adults, the newer music they listen to can also 
have a similar effect. For some adults in this study, listening to music from their youth does 
not foster feelings of youthfulness. These adults argue how old music, when heard, serves as 
a marker of time passed and a reminder of the ageing process impacting on their bodies and 
lifestyles. To resist the feeling of ageing, they seek that which is, in their eyes, considered 
new and fresh. Using their experience, adults allow themselves to listen to certain artists who 
are more geared towards young people if they perceive them in some way as authentic. 
Authenticity then is used as criteria for adults to assess and locate newer artists to take an 
interest in. The adults in this study heavily criticised popular artists catering towards young 
people as being artificial. However, they still manage to connect with newer artists they deem 
as deserving of the authentic label. Alongside authenticity as a way to permit themselves to 
listen to newer artists with the intentions of redressing their identity in youthfulness, adults 
have expressed how they actively listen to newer artists to construct youthfulness rather than 
listen to their ‘old’ youth music that dates them. 
 
Using their knowledge and experience, adults position themselves as keepers of ‘good’ music 
taste. Authenticity is an essential idea employed by these elders to construct their choice of 
old or new music as being the ‘correct’ and only option for a connoisseur of music. Guarding 
the gate and sharing their understanding of ‘good’ taste suggests adults are attempting to 
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frame themselves as still possessing an intimate understanding about and deep connection 
with youth culture and youthful practices around the construction of identity. Looking back 
earlier to the discussion around teenagers from the post-war era onwards, similarities begin to 
appear between their practices and those exhibited by adults in this study. The way members 
of youth culture have been known to inscribe popular music with symbolic resistance to adult 
authority and institutions is mirrored in the way adults attempt to resist an entirely ‘adult’ 
lifestyle without the accompaniment of their popular music tastes. Young people have made 
it a tradition to practice creating a point of difference between themselves and adults. This 
practice has been maintained well into adulthood by these former youngsters. Such practices 
around identity construction by adults are key in the analysis of family members’ methods of 
sustaining familial relationships. 
 
Adults maintain a sense of youthfulness through the practices of consuming old or new 
music. Similarly, young people create their youth identities through the cultural practice of 
constructing and emphasising points of difference. They differentiate their identities from 
adults not only by engaging in music performed by new artists, but also defining their fandom 
as tied to using technology for social connection. Their difference is constructed by new 
musical taste, as well as literacy with Internet culture. Rather than only pointing out how their 
music is new, young people justify their choice in new music by drawing on technical 
musical and industry knowledge. In the conversations with their parents, some young people 
in this study symbolically resisted the cultural hegemony of their parents’ tastes in authentic 
old school music. For example, they go to lengths to explaining how contemporary vocal 
styles have changed for the better and frame the stage productions of contemporary pop stars 
like Taylor Swift as having more spectacle and theatricality. At the same time, young people 
demonstrate an intimate knowledge of authenticity when they defend and justify their musical 
tastes. In one instance, a young girl perceived Queen’s lyrics as nonsensical and more 
abstract, whereas she constructs the lyrics of contemporary artists as easy to decipher life 
experiences that connect more readily with young audiences. Ironically, young people turn 
the use of authenticity back on to adults. While older generations in this study typically use 
authenticity as a way to reinforce old music as better, young people perceive older 
generations as failing to find ‘good’ new music because they refuse to see authenticity in it. 
 
Young people in this study have defined their difference to adults by defending new music as 
authentic. However, young people’s practice of resistance is not only directed towards adults’ 
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tastes in music, but also towards the perceived dominant music tastes of young people. This 
practice of differentiation towards what they see as the most popular styles of music among 
young people occurs in two ways: through the consumption of other new but less dominant 
styles or by listening to old school music. In the first instance, the young ones are careful to 
articulate that their selection of new music is considered more artistic compared to more 
popular artists. What needs to be highlighted is how the process of constructing their tastes as 
different to the majority of other young people shares similarities with the way adults justify 
their good tastes in old school music.  
 
These young people view the dominant forms of popular music for the youth market as 
heavily manufactured, therefore inorganic and inauthentic. In their eyes, current mainstream 
music does not compare to the music that was popular decades ago. The popular dominant 
forms of young people’s music are seen not for the creation of culture, but for the reliable 
generation of profit. In comparison to authentic music-making practices, commercial youth 
music is likened to being factory-built by a team of professionals other than the musician 
themselves. At the same time, this commercial music is seen as being produced in a way that 
appeals to young people. Ironically, to show ‘good’ taste is to disown music cut-to-fit for 
young people, just as adults had demonstrated earlier in this study. Some of the young 
participants in this study perceive that other young people listen to and enjoy contemporary 
mainstream music that is danceable or primarily has singing with little use of ‘real’ 
instruments. They thirst for the type of musicianship and showmanship not found in dominant 
music forms of new music. Young people in this study view themselves as connecting more 
so with technical playing and songwriting proficiency, which they perceive as severely 
lacking in mainstream genres. Young people frequently pinpoint recorded vocal 
performances as a common failing of contemporary music. They cite the dishonesty of artists 
whom they believe are relying on auto-tune to mask their inability to sing pitch perfect 
without assistance. The young people’s views on authenticity in relation to technical 
performance mirrors Frith’s (2007) observation that deep connection to a music audience is 
deeper when there is less technology obscuring musical authenticity. 
 
Another key to authenticity, in young people’s minds, is the honesty in the stories told by an 
artist as well as the amount of care taken to produce songs. One young female believed old 
school music resonates with young people because an artist’s narrative of the world they 
lived in is ‘true’. Dominant styles of contemporary youth music, to her, lack impact and 
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meaningfulness for young people. Another young woman demonstrates this view. Ivy argued 
that the music videos for contemporary young people’s music are morally corrupting because 
of how young females were portrayed as taking part in substance abuse to attract male 
attention.  
 
It is significant to note how the practice of fostering tastes that run counter to what the 
majority of other young people would be listening to is a recurring cultural practice. For 
example, an adult interviewed for this study recalled that while others in his primary school 
class during the 1970s were listening to Kiss, he constructed his identity by favouring a band 
who formed in 1960, The Beatles. The tensions between what is perceived as old school and 
new music in relation to the construction of young people’s identities still carry on. As 
popular music has aged, it has not been completely forgotten by young listeners who now 
have digital access to an extended range of popular music archives. In this sense, there is no 
shortage of the styles of music they could utilise when crafting their difference to the 
dominant forms of contemporary music aimed at young listeners.  
 
Explaining why old school music is superior is not enough for young people to articulate 
their identity that runs counter to the majority. They justify their tastes in ageing music by 
arguing that the level of technical musicianship and songwriting render it as immune to the 
effects of time. For example, a discussion between a young male and female in a focus group 
revolved around how young people might be put off by the imagery of Queen found in music 
videos and recorded concerts. Despite the visuals, in participants’ minds, young people could 
connect with the music alone. The same technicality and songwriting that immortalises old 
music allow, as young people argue, classic music artists to continue touring. In multiple 
focus groups, young people expressed how certain artists like Queen were able to appeal to 
young and old decades after Mercury’s passing. Participants who attended Queen and Adam 
Lambert shows in Australia during 2014 confirmed the band’s widespread appeal in their 
observations of the crowds. 
 
Young music lovers in this study develop cases against listening to dominant forms of 
contemporary new music due to the lack of authenticity in relation to technicality and 
songwriting. However, in some instances, they can find compatible artists within the 
‘mainstream’ styles. For example, one teenage male interviewee whose go to band is Queen, 
explained how Daft Punk’s music appeals to him because he perceives them as demonstrating 
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good songwriting and arranging skills despite usually using sampled and electronic 
instruments. This contradictory practice of finding fault with dominant contemporary music, 
yet allowing oneself to enjoy it, has been discussed previously in relation to the way adult 
fans of old school music use their ‘criteria’ for ‘good’ music to indulge in young people’s 
new music. 
 
While criticising dominant forms of popular music, another way young people construct their 
identity of difference is through knowing where to find sources of ‘good’ new music. They 
are motivated to find music possessing artistry and authenticity they perceive to be inherent 
in old school music. Defining this practice is the effort required to locate and access artists’ 
music from ‘outside’ the mainstream. Music heard on the radio and television is associated 
with inauthenticity and commercialism, and that listening to these songs is to buy into the 
latest trends in music. Young people who could be bothered to look beyond the majority of 
the contemporary music to find ‘good’ music are considered to have ‘good’ taste. To 
continue the construction of their identity, they support local underground artists within the 
Brisbane music scene. It is not the case that the young people in this study only listen to 
either dominant or fringe forms of contemporary music or old school music. Young people in 
this study have expressed how they listen to music they believe as possessing authenticity and 
artistry despite its age. One young male expressed how he thought heavy rock that other 
young people listened to was devoid of any musicality, but at the same time would happily 
listen to both old and new music as long as he thought it was ‘musical’.  
 
Both young people and adults use old school and new youth-oriented music to construct their 
individual identities. Although each side of the age range might listen to old or new youth-
oriented music or both, they construct their difference to others through the notion of what 
they see as authentic versus inauthentic. Authenticity is the primary catalyst that enables 
participants to construct and maintain a difference between themselves and others. Evident in 
this study is the similarity between the identity-shaping practices of young people and adults. 
The parallel is not surprising given that youth culture has a well-documented discourse 
revolving around resistance to adult and dominant culture stretching back to the 1950s. These 
identity practices have continued across generations of young people, as this research has 
illustrated. Youth culture, in this way, is a contradiction as the parallel practices of young 
people and adults suggest that it has become an established discursive tradition passed down 
from generation to generation. The discourse surrounding identity-making practices centres 
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on individuality and creating distinctions between various taste groups as well as between 
adults and youth. However, this study suggests that the construction of individual identity is 
not entirely divorced from the construction and performance of one’s identity in the context 
of the family structure. 
 
Family unity 
Youth culture represents a symbolic break within the family structure. This study illustrates 
how the symbolic rift still endures but has morphed and been adjusted to fit within the 
collective family lifestyle. The shift is made possible due to the longevity of youth culture, 
access to its archives and the way adults have not entirely given up their youthfulness. This 
thesis argues that individuality and familial unity are maintained simultaneously through 
popular music taste. In other words, family members concede or adjust their tastes to 
strengthen and keep the family bond alive. The tension is resolved through the family 
members’ education through familial exchanges relating to old or new popular music. 
 
Before discussing how families come together through exchanges involving old school 
music, it is important to understand parents’ education of children on popular music is not a 
new practice. This study found an already established family practice around sharing music-
related experiences with family members. Some interviewed parents explained their 
motivation to share popular music experiences with their children was because they lacked a 
cultural connection with their guardians. However, other parents recalled their parents having 
fostered popular music-related family experiences. In one case it was attending jazz music 
festivals, while in another instance it was active engagement through The Beatles’ vinyl 
records. 
 
In this ‘School for the Old School’, parents construct themselves as having more musical 
knowledge and experience than their children. In some families, the adults correct their 
children’s understanding of popular music. Songs that are reimagined for younger audiences 
are also somewhat appealing to their parents due to the familiarity with the source material. 
Popular forms of media that draw on old-school songs, either as the originals or covers, have 
provided families in this study with the resources to engage in family debates over music. 
One father and daughter enjoy different versions of a song used in Glee. The experience was 
used by the father to educate his daughter about the original artist. The father concluded that 
their relationship is better off because they can relate to each other even though it is through 
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different versions of the same song. 
 
The practice of encountering music for the first time and then sharing it with peers also 
occurs amongst family members. In one instance, a male teenager described the way he tells 
his father about music he comes across music that is ‘new’ to his ears. However, the new 
music the young male finds is often found within his father’s music library. Rather than 
sharing the music with his school friends as the first person to have heard it, he approaches 
his father to spark a familial moment. What lies at the heart of this intergenerational exchange 
is how the father is seen as an authority on popular music that can approve the son’s ‘good’ 
taste in old school music. In this way, the youth culture practice of sharing music is not only a 
way to claim a collective opposition to adults. It is also a way for children to seek approval as 
a good family member through their selection of old school music tastes while allowing 
parents to reaffirm their status as the family leaders. 
 
Parents’ music collections serve as educational archives for young people. Youth tend to be 
framed in popular media as typically searching for the latest cutting edge popular culture to 
construct their identities. This study shows young people to be breaking from this tradition to 
follow in the tradition of their parents’ youth culture practices. Rather than only seeking new 
music, some young interviewees seek what is new to their ears within their parents’ libraries. 
One young person explained how most of his music, which he considers old school, came 
from his father’s CD collection instead of from the internet. Curated libraries of parental taste 
provide cultural materials for familial exchange. Playing around in parents’ music collections 
serves to reinforce adults’ mastery of popular music while allowing children to explore part 
of their parents’ identities as well as their own. For some young people, the youth culture 
practice of identity-shaping centres heavily on their parents’ version of youth culture. 
 
The education of young people on old school music can be driven by the parents or young 
people. In this study, some forms of educating children about old school music appear to be 
passive; for example, allowing children free reign of a parent’s music collection without 
intervention from an adult. Other forms of old school education involve parents actively 
taking a more teacher-like role in mentoring their children. In situations like these, parents 
shared their favourite music and fandom practices in the hopes of solidifying familial bonds 
through cultural taste. As well-intentioned as the actions may have been, one young female 
interviewee frames her story as having her father’s tastes pushed onto her. The family debate 
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came to a resolution as both parties acknowledged that while the daughter was initially a 
Queen ‘fan’ during her earlier years, from the age of seven, she moved on to find her tastes 
through Taylor Swift fandom. While there appears to be a break in the relationship due to the 
daughter’s changing tastes, the debate itself illustrates that popular music provides a 
conversation point across two different generations of family. It is also significant to note that 
while it appears the father ‘loses’ his daughter to Taylor Swift’s ‘squad’, he comes to share in 
her tastes to maintain the relationship. However, near the end of the conversation, the 12-
year-old confesses that she is coming to appreciate Queen again in terms of the technical 
singing prowess shown by Freddie Mercury. 
 
Evidence found in this study suggests that while adults ‘enrol’ their children into the ‘School 
of Old School’, young people admit their parents into the ‘New School of Cool’. Just as 
parents in this study recall family-related experiences revolving around sharing in old school 
music when they were young, they also remember how their parents did show interest in the 
youth-oriented music of the time. One father told the story of how his mother who once 
dismissed the importance of The Beatles, came to develop a keen interest in it despite her 
older age. This research argues that the sharing of popular music tastes within the family has 
become part of family unit’s identity. It also shows how this practice has become a part of the 
family tradition in the same manner as other cultural activities such as sport, travel and 
television viewing. 
 
Young people justify their selection of and interest in contemporary music by emphasising 
their authenticity of the artists. The findings suggest this practice occurs because they are 
attempting to construct the importance of the artist in their parents’ minds. They point 
towards perceived authentic artistic traits such as proven songwriting skills, the ability to play 
instruments and sing, as well as connecting with audiences through ‘honest’ narratives and 
stories. These authentic artistic traits mirror the way parents attempt to justify the value of old 
school music to young people. The only apparent difference in each generation’s justification 
of artists is how young people frame artists, like Taylor Swift, as being outstanding role 
models. However, parents in this study could not say the same thing about rock idols such as 
Freddie Mercury. In this context, young people’s discussion about newer artists is an attempt 
to convince their parents to accept the importance of contemporary music. 
 
Children introduce their parents to contemporary music they believe could identify with in 
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some way. In one instance, a young female gifted her mother Taylor Swift’s 1989 album as 
she recognised elements of 1980s pop in the songs that would be received positively. This 
example shows how popular music recycles elements from its past. It also shows how the 
young female understood her mother’s identity as constructed through musical taste and 
demonstrated her nuanced understanding of old school pop as a young person. By using her 
understanding of old school and her mother’s identity, the young female strategically 
introduced her mother to what she perceived as youth-oriented contemporary music. The 
practice of strategically introducing parents to new music highlights the way young people 
have developed a perceptive way of teaching their parents about contemporary youth music. 
 
Though at times it appears young people drag their parents into the ‘New School of Cool’, 
the guardians themselves seem to follow their children willingly. For example, a self-
proclaimed pop-rock fan who favours the sounds of Queen explained how he shares in 
elements of his daughter’s Taylor Swift fandom as she had moved on from enjoying Queen. 
While the leap into contemporary youth music for the father was to maintain the familial 
relationship via popular culture, what made this transition easier was his ability to detect 
authenticity within the songs. The father learned that new songs could possess the same 
qualities of ‘good’ music he values in rock music, such as independent songwriting and 
singing ability. In this way, parents put aside their negative critiques of contemporary music 
to develop meaningful connections with their children. 
 
One practice that occurs within each ‘school’ is the trading of tastes, which involves sharing 
music or musical experiences with each other to maintain relationships. Parents allow their 
children a measure of agency in developing their identity within the family unit. One father 
and son ‘trade’ tastes through the creation of mix CDs to listen to during road trips. The 
assembly of the playlists on the CDs is handled by the teenage son who was given the task by 
his dad. The music traded in this situation belongs to the son, even though the songs are 
heavily drawn from old school music found within his father’s collection. However, the 
father explains how the songs appearing in the rotation are not his first choice or ones that he 
has not heard in a while. The compilation created by the son is a rearticulation of the father’s 
music collection, but not necessarily the father’s identity and cultural tastes. Though the 
songs may not be what the father would have selected, he is happy as it allows his son to 
construct his identity while staying relative to his tastes. From a parental standpoint, enabling 
children to exercise their identity through their music tastes in exchanges assists in the 
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maintenance of family bonds. 
 
In the same way that adults endure and enjoy their children’s music, young people in this 
study engage with their parents’ tastes. A fan of Pat Metheny, the 1970s jazz guitarist, 
explained how he and his daughters reciprocate investing time and interest into each other’s 
music tastes. As a result of being supportive of his children’s Taylor Swift fandom, his 
daughters wanted to attend a Pat Metheny concert as a family. One of the daughters 
expressed how she felt her attendance was slightly unusual because older men dominated the 
crowd, but argues the experience of the music and being in the company of her parents made 
it worthwhile. Trading tastes give adults the opportunity to label themselves as ‘good’ 
parents, but it also allows young people to call themselves ‘good’ children.  
 
The trading of tastes does occur in the literal sense where both family members have sessions 
where each plays songs for the other. For example, one father and daughter duo explain how 
they both spend time with each other specifically to educate each other about the music each 
like. These moments have allowed the daughter to learn more about David Bowie and the 
father to brush up on Taylor Swift. What is important here is not so much the sharing of 
music, rather the performance of each other’s identities. While they are constructing their 
identities in real-time for each other, they are trying to locate and generate mutual interest in 
certain artists. The pair could not quite agree on Nikki Minaj or Queen but came to the 
conclusion that both favoured Sam Smith and Taylor Swift. 
 
The term ‘trading tastes’ is used in this research to describe the ways in which family identity 
is constructed through the exchange of musical taste and experiences. In comparison, the 
trading of places highlights how sharing music tastes reveals contradictions in relation to the 
ageing of youth culture. One young male introduces his father to ‘new’ old music through 
compilation CDs, however, the father would not recognise a handful of songs that were 
drawn from his own music collection. Queen, for example, has quickly become an artist that 
resonates with the teenager and introducing his father to less well-known songs from their 
discography allowed him to articulate his tastes while generating interest with his dad. 
 
This study has also found that while parents do construct themselves as authorities of popular 
music, young people are just as capable of developing a mastery that is superior. A middle-
aged father explains he is responsible for introducing his son to most music. However, his 
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son will research the artists’ histories in detail as well as ask for his father’s assistance in 
purchasing the entire discography. As a result, the son’s authority of music eclipses his 
father’s, who recalls how he is often informed of what bands look like and where they 
originate from. In some instances, the son completes his dad’s fandom in acquiring and 
curating albums for certain artists his father listen to. While parents may not be able to devote 
significant amounts of time to the sculpting of their identities through music, their children 
are on hand to assist.  
 
Suggestions for further research 
Popular music is used in this study to investigate emerging complexities coming from the ties 
between cultural resources, generational identity, and generational attitudes. To build on this 
overarching query, further research should work to broaden the field of enquiry by 
considering how a shared generational appreciation of culture might take place in other forms 
of popular and youth culture. How else do families bond, rather than only just through a 
mutual appreciation of popular music? What similarities or differences would such an 
investigation generate when considering long-running and well-established entertainment 
franchises such as the Star Wars, DC Comics, Marvel, and J.R.R Tolkien’s universes? 
Alternatively, even recently established franchises like Harry Potter or the Hunger Games? 
The family has been at the core of this research because it is a convenient way to learn about 
intergenerational experiences around music. However, this research can be extended by 
investigating how familial appreciations of popular music impact on social relations and taste 
hierarchies outside the family. Further studies might ask: how do fans leverage their 
knowledge constructed through intergenerational relationships to facilitate social ties with 
their own peers? For example, how does a young person use their newly-found knowledge of 
old-school music to establish their social position amongst their school friends?  
 
The artists chosen to filter the investigation belong to the rock and pop genres. As such, the 
findings generated in this research are limited to genres that are arguably seen to be not quite 
as transgressive or subversive compared to the likes of heavy metal, hip-hop and electronic 
dance music. While certain elements of Queen can fit the description of transgressive content, 
such as the subject content of their lyrics and Freddie Mercury’s rock star behaviour, it was 
not highlighted or extensively interrogated in this study. Research extending on this area 
could focus on families that bond together by listening to transgressive and subversive genres 
or artists. One question to ask here might be: how does the subversiveness get negotiated and 
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transformed in the communication between parents and children? At the same time, attention 
should be paid to the social status of the families. 
 
Further to this, the findings are solely based on a sample that is comprised of entirely of white 
middle-class families from western English-speaking countries. There was only one family in 
this study coming from an Asian background. Future investigations should seek to determine 
how popular music is used for family bonding in other cultural backgrounds and social strata. 
As popular music was initially developed as a western concept, it would be interesting to see 
whether a sense of family is facilitated through eastern popular music such as J-pop, J-rock, 
and K-pop amongst Asian families. Within a western context, research should focus on how 
popular music is used as part of the practice and identity within working-class families. Also, 
while this study involved a mixture of traditional and non-traditional families, it did not 
address how the interactions or music tastes are gendered between mother, father, daughter, 
and son. Research might ask: what effect does gender have on the shared appreciations of 
popular music within families? 
 
The apparent narrowing of the generation gap in relation to popular music taste can be linked 
to performances of individual identity and efforts pertaining to the maintenance of family 
unity. The use of popular culture as a resource by young people and adults has allowed for 
interactions between the two age groups. In this context, the construction of difference 
between parents and children is arguably more complex than what has typically been 
understood in relation to the discourse of popular music, age and generation. The dynamic 
relationship between one generation and the next is played out through the family unit, where 
popular music taste serves as a common language. As such, the notion that music is a key 
signifier of individual expression or membership amongst social circles is more complicated 
when examined closely. Popular music as a form of youth culture is still a signifier and 
resource for the development of individuality and social ties. This thesis illustrates how this 
notion takes places within the family unit. Music taste continues to emphasise difference 
from other family members, but it is simultaneously used to find common ground within the 
family. Key to this duality is the idea of authenticity, which participants used to frame their 
old school or new school music tastes as ‘good’. Authenticity serves to reinforce one’s music 
tastes and identity as unique, while encouraging family members to share in each other’s 
tastes. This thesis argues that parents and children, because of their close links to youth 
culture, share the same understandings of authenticity that enables them to enjoy new or old 
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popular music. Even though one’s individuality is maintained, it is also fluid, allowing for 
new tastes to be introduced by other family members. Through this process, family solidarity 
is constructed and sustained. The construction and performance of individual identity and 
family unity through exchanges of popular music taste illustrates one way in which the 
discursive relationship between cultural taste, age and generation is played out. Popular 
music was once only examined as a barrier to communication between generations and 
family members. Now, intergenerational understanding can be fostered through the mutual 
appreciation of popular music. 
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Appendix 
 
List of questions 
 General questions 
• How would you describe your family’s relationship? Close? Happy? 
o Tell me about your family’s daily life. 
o How would you describe your parents / children? 
 
• Tell me about the sorts of things you like to do as a family / or by yourself? 
 
• Tell me what you think is popular with young people? Adults / parents? 
 
• How do people’s tastes change as they get older? 
 
• Tell me what you think is appealing about old school / new school things. 
 
• Other than music, do you share any tastes with each other? Tell me more about that. 
 
• Tell me what you like about music. When do you usually listen to it? 
o What music things have you done together? 
 
• Tell me which music you think is better: old (that parents probably listen to) or new 
(aimed at young people)? 
 
• When you were young, did you share music with your parents? Or did your parents 
share music with you? Tell me more about that. 
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 Queen / Taylor Swift questions 
• Tell me about when you usually like listening to Queen / Taylor Swift? 
o How do you listen to them? (In terms of music formats) 
 
• Tell me how you found out about Queen / Taylor Swift. 
 
• Tell me how you’d describe Queen / Taylor Swift. 
 
• How big a fan of Queen / Taylor Swift are you? 
 
• Tell me what you like about Queen / Taylor Swift. 
o Why do you listen to them? Tell me what you think makes them unique / 
successful / important. 
 
• Why is Queen /Taylor Swift special to your family? How have they brought your 
family together? 
 
• Has listening to Queen / Taylor Swift changed your taste in music? If so, how? 
o Has it led you to listen to more old / new school music? 
 
• Tell me how Queen compares to today’s music / Taylor Swift compares to old school 
music. 
 
• Tell me about the Queen / Taylor Swift related things you’ve done as a family 
(Concerts, listening to music together). 
 
• Not everyone listens to Queen / Taylor Swift. Tell me what you think they’re missing 
out on. 
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List of Queen family interviews 
Family Relation Pseudonym Age Occupation Location Medium Date 
Queen 1 
Mother Ally 58 
Events 
coordinator 
Brisbane, 
QLD 
Australia 
In-person 
19-April-
2015 
Daughter Samantha 26 
University 
Student 
Daughter Ivy 24 
Makeup 
artist 
Ivy's 
partner 
Liam 24 
Audio 
engineer 
Sam's 
partner 
Josh 26 Landscaper 
        
Queen 2 
Mother Nora 38 
HR 
Coordinator Brisbane, 
QLD 
Australia 
In-person 
21-April-
2015 Son Jackson 8 Student 
Daughter Hailey 6 Student 
        
Queen 3 
Son Matt 47 
Civil 
engineer 
Adelaide, SA 
Australia 
Skype 
27-April-
2015 
Father Elijah 15 Student 
        
Queen 4 
Father Michael 47 
Business 
analyst 
Brisbane, 
QLD 
Australia 
In-person 
04-May-
2015 
Son Zakk 15 Student 
        
Queen 5 
Father Samuel 45 Entertainer Brisbane, 
QLD 
Australia 
In-person 
09-May-
2015 
Mother Alexa 41 Admin 
Son Owen 16 Student 
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Family Relation Pseudonym Age Occupation Location Medium Date 
Queen 
6 
Father Luke 44 
Administration 
officer 
Ipswich, 
QLD 
Australia 
Skype 
09-May-
2015 Son Will 17 Student 
Daughter Sarah 14 Student 
        
Queen 
7 
Father Hamish 46 
Information 
Security 
UK Skype 
12-May-
2015 
Mother Mia 44 Nurse 
Son Sebastian 12 Student 
Daughter Sophia 11 Student 
        
Queen 
8 
Mother Gianna 45 Teacher Brisbane, 
QLD 
Australia 
In-person 
24-May-
2015 Daughter Kaylee 18 Student 
        
Queen 
9 
Mother Kylie 55 
Government 
employee 
Brisbane, 
QLD 
Australia 
In-person 
24-May-
2015 
Daughter Adelyne 17 Student 
        
Queen 
10 
Father Patrick 55 
Stay-at-home 
dad 
Brisbane, 
QLD 
Australia 
In-person 
05-August-
2015 
Son Carl 24 
University 
Student 
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List of Taylor Swift family interviews 
Family Relation Pseudonym Age Occupation Location Medium Date 
Swift 1 
Mother Feng 48 
Admin 
officer 
Melbourne, 
VIC 
Australia 
Skype 
19-April-
2015 
Daughter Charlotte 18 
University 
Student 
        
Swift 2 
Mother Alison 50 
Stay-at-home 
mother 
US 
Skype 
21-April-
2015 
Daughter Melissa 24 Teacher Italy 
        
Swift 3 
Father Allan 57 Engineer US (Worked 
in AU) 
Skype 
25-April-
2015 
Mother Fleur 54 Stay at home 
Daughter Layla 18 
University 
Student 
US (Studied 
in AU) 
Daughter Grace 16 Student 
        
Swift 4 
Mother Victoria 54 Sales Sydney, 
NSW 
Australia 
Skype 
25-April-
2015 Daughter Ella 17 Student 
        
Swift 5 
 
Father Ryan 43 Sales Rep 
Brisbane, 
QLD 
Australia 
 
In-person 
 
25-April-
2015 
 
Mother Anna 41 
Stay-at-home 
mother 
Daughter Luna 12 Student 
Daughter Melanie 10 Student 
Son Nathan 7 Student 
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Family Relation Pseudonym Age Occupation Location Medium Date 
Swift 6 
Father Chris 50 
Police 
Officer 
Cairns, QLD 
Australia 
Skype 
28-April-
2015 Mother Jessica 50 
Business 
owner 
Daughter Ruby 15 Student 
        
Swift 7 
Father Aaron 49 
Business 
owner 
Noosa, QLD 
Australia 
Skype 
29-April-
2015 
Daughter Skye 12 Student 
        
Swift 8 
Mother Selena 50 
Police 
Officer 
Darwin, NT 
Australia 
Skype 
29-April-
2015 
Daughter Kiera 21 
University 
Student 
Wagga, 
NSW 
Australia 
Daughter Aaliyah 17 Student 
Darwin, NT 
Australia 
        
Swift 9 
Mother Claire 52 Academic Brisbane, 
QLD 
Australia 
In-person 
17-May-
2015 Daughter Hazel 18 
University 
Student 
        
Swift 
10 
Mother Eleanor 62 Academic Brisbane, 
QLD 
Australia 
In-person 
24-May-
2015 Daughter Faith 26 
University 
Student 
 
